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IMPROVISATION VERSUS REPRODUCTION, INDIA AND THE WORLD

Abstract: India has been particularly resistant to the infiltration of Western culture. Conversion to
Christianity has been quite ineffective, and many other Western ideas, values and institutions have only
been appropriated to a limited extent. Music is no exception and over the past centuries a controversy has
arisen about the superiority of Indian versus Western music. Indian musicians and musicologists have
championed improvised music as part of a living oral tradition, whereas Western music has been derided as
a dead tradition of replicating written scores. This discourse may be seen as a reaction to earlier attempts of
‘proving’ the superiority of Western music with its imposing symphonic orchestras. At the same time,
Indian music (and jazz) may well have been instrumental in the ‘rediscovery’ of improvisation in Western
classical music.
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Mr Bush, Mr Blair and Mr Singh, the respective heads of state of the USA, Great-Britain and
India were received in audience by God. Being in a particularly generous mood God proposed
to grant each of them a wish.

Mr Singh commenced: ‘Our country has been culturally very rich for ages but economically
lags behind the USA. Please make our country equally wealthy!’

God replied: ‘All right, but it takes 50 years.’

Mr Singh started sobbing softly. ‘Thank you, you are very kind, but it will not happen in my
lifetime, I will not be there to see it!’

Now it was Mr Blair’s turn: ‘My country is culturally not as rich as India and economically less
powerful than the USA. Please improve our situation on both accounts!’

God granted his wish, but said it would take a couple of centuries.

Mr Blair broke into tears and said: ‘But this will not even happen in the lifetime of many of my
successors then!’

Next Mr Bush brought forward his wish: ‘My country leads the world in every way, but
culturally we are still underdeveloped. Please give us culture to match that of India.’

God started crying uncontrollably, upon which Mr Bush asked somewhat disgruntled: ‘What is
the matter? Did I say something wrong?’

‘Well, you see - I'm afraid’, God said, ‘that your wish cannot be fulfilled even in my lifetime.""

I. A short colonial history

The colonial domination of India had its foundation in military power and political scheming, played a
considerable role in the economic inequality of the country, and was the basis of an extensive construction
of cultural superiority of the West. This idea of superiority extended to all manifestations of culture and
ranged from the superiority of Christian monotheism to the political system of democracy, from the

economic system of capitalism to science and the arts. Music was no exception. Europeans’ observations of

! The story was told to me by Mr Arvind Parikh, the prominent sitar player and disciple of Vilayat Khan. I do not know
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the Indian music they heard were far from favourable.? Indian music was generally described as
disorganised sound, i.e., noise.

These rather blunt indicators of the inferiority of Indian music were gradually rationalised by a
number of ‘objective’ arguments, among which figured prominently the absence of harmonisation and the
lack of written music, or, ‘real’ compositions. Indian music consisted mainly of a single melodic line and
the musicians apparently were not following any predefined program or plan. The development of the
‘genius and greatness’ ideology, the idea of the emancipation of music, the concepts of authentic and
absolute music all proved useful tools in corroborating the superiority of the Western music system.
Written scores made it possible for a large group of musicians to work together in perfect harmony and to
produce an impressive wall of sound that was the very epitome of civilisation and modernity. These
well-organised orchestras were the reflection of a well-organised society that had its roots in the Roman
legions which had so effectively colonised most of Europe.

The 18" century saw a number of efforts toward ‘harmonising’ Indian music, while at the same
time bringing the necessity of introducing music writing to the fore. As the grip of Western nations on their
colonies became challenged, the colonised nations needed to prove their ability to sustain independence.
Modernisation was essential. In most nations this consisted mainly in copying Western culture. Any nation
worthy of entering modernity needed to have its own orchestras and its own conservatories. Many of them
simply adopted Western classical music as their standard. Other countries created hybrid orchestras of
Western and local instruments. In yet other countries local traditions were reorganized into
semi-modernized folkloristic companies.

In most countries one could still find a couple of traditional artists who tried to stick to their metier
as closely as they had learned it in a lineage of many generations, but they were exceptions. Deep into the
second half of the 20™ century Western observers, in particular comparative musicologists and
ethnomusicologists, lamented this situation, obsessed as they were with authenticity. In the last decades of
the past century a change occurred in this attitude because ‘the people ... refuse to folklorize their
underdevelopment to compensate the technical limitations’.> Nowadays ‘hybrid’ is no longer a synonym
for disgusting. On the contrary, the interaction between ever deeper levels of hybrid forms is thought of as
the global cauldron from which new ideas keep bubbling up.

One of the greatest examples of hybrid music is the hugely variegated afro-American stream. In
fact, most of the music that we come across in today’s world is a product of this interaction. Jazz, pop, R&B,
blues, bossa nova, samba, salsa, reggae and highlife are just a few genres. Moreover, this enormous stream
is again interacting with musics from the Middle East, India, East Asia and Southeast Asia to create yet

another explosion of new hybrid forms.

its origin.
2 Wim van der Meer and J. Bor, De Roep van de Kokila (Chapter 3), Martinus Nijhoff, *s-Gravenhage, 1982.

3 Refering to Caetano Veloso in: Hermano Vianna, Miisica do Brasil, Ed. Abril, 2000.
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I1. Improvisation as a discourse against Western superiority

I hope this introduction, which may seem not to have much to do with improvisation, has not put the reader
off. There is a reason for it which is that Indian classical music has become something of a champion of
improvisation. And yet, curiously, in the discourse of Indian music theorists and practicing musicians there
is, traditionally, no concept of improvisation. In fact, the idea of improvisation in India is a construction that
has arisen as a reaction to the onslaught of ideas about the superiority of Western music. The two major
issues that set apart Western classical music from any other music, a long tradition of elaborately written
scores and large orchestras that would play such scores in perfect collaboration, were frontally attacked by
the very discourse of improvisation. Interestingly, in the early defences (or exultations) of Indian music,
improvisation does not play a major role. The great Ananda Coomaraswamy for instance, in his beautiful

article written in 1917 makes interesting observations on improvisation, but does not stress its importance:

Since Indian music is not written, and cannot be learnt from books, except in theory,
it will be understood that the only way for a foreigner to learn it must be to establish
between himself and his Indian teachers that special relationship of disciple and
master which belongs to Indian education in all its phases: he must enter into the
inner spirit and must adopt many of the outer conventions of Indian life, and his
study must continue until he can improvise the songs under Indian conditions and
to the satisfaction of Indian professional listeners. He must possess not only the
imagination of an artist, but also a vivid memory and an ear sensitive to microtonal
inflections.” The raga may be best defined as a melody mould or the ground plan of
a song. It is this ground plan which the master first of all communicates to the pupil;
and to sing is to improvise upon the theme thus defined.’

The context in which the first quote on improvisation crops up here is particularly interesting as the article
refers to the idea of a foreigner learning Indian music. I have italicized both ‘foreigner’ and ‘learning’ since
each of them has relevant implications. The specific mention of a foreigner implies that for a non-Indian
there would be some conscious or unconscious barrier to knowing Indian music, which lies in the idea of
improvisation. Secondly, to understand this improvisation one must enter into the master-disciple
relationship. We see here, in a few powerful brush-strokes, a picture of some fundamental characteristics of
Indian music that set it off from Western music; it cannot be learnt from books, it is based on improvisation,
it can only be transmitted in the master-disciple relation and it requires imagination, memory and sharp

hearing at a level that may be unique to the Indian tradition.

4 Ananda Coomaraswamy, ‘Indian Music’, The Musical Quarterly, Vol. 3, No. 2 (Apr. 1917), 164-165.
5 .
Ibid., 165.
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II1. Improvisation and Western music
As Robin Moore argues (1992), improvisation gradually disappeared from Western art music between the
end of the 18" and the beginning of the 20" century, especially in symphonic music. This process was
accompanied by an ideology that actually came to condemn improvisation as something undesirable.® In
fact, even interpretation became undesirable for many 20" century composers. Of course, a written score,
however detailed it may be, will always require some form of interpretation. Recording technology would
apparently increase the level of unaltered transmission, but as Bruce Ellis Benson has shown, composers
now fall into the trap set by themselves. Stravinsky for instance, supplemented his compositions with
recordings to make sure any future execution would be ‘correct’. However, several recordings that were
made under his own guidance are quite different from each other.’

The extreme obsession with the correct execution of works of (usually dead) composers raises very
serious questions. As Moore puts it:

No one denies that art music of earlier centuries is played today differently than
when it was first composed; the fact that we as a culture desire so strongly to allow
as little change as possible to occur, however, begs further explanation. Why
should unvarying restatement be desirable? Could the present attitudes about
performance have arisen if art music were a more familiar and comprehensible part
of the lives of its public? The evidence suggests that it would not have. Although
the performance of classical repertoire without variation brings countless music
lovers satisfaction, how much more might an aesthetic which allowed for
spontaneity and creative musical reinterpretation satisfy both performers and
audiences?®

Evidently, the strict adherence to the written score is a ritual that enforced the core of Western culture. It has
everything to do with copyrights and authenticity. Moore suggests that the rigorous separation between art
music and popular music in the West is not beneficial for art music itself, as it tends to become ever more
alienated from society.” This immediately brings to mind some of Adorno’s ideas, in particular his
vehement attacks on jazz.'” Adorno still looms large in the humanities and musicologists keep ruminating
on his ideas, but fortunately jazz and pop never looked back. There is a curious relationship between the
notion of edifying the people through art music, the criticism of jazz & pop, and the oppressive nature of
strict execution. Again in the words of Moore:

Contrasted with these [non-Western] traditions, our current approach to the
performance of Western art music may seem surprisingly restricting and rigid.
Especially in the interpretation of canonized, largely 18th- and 19™ century derived

% Cf. Wim van der Meer, ‘Improvisation and the margins of musical creation’, Journal of the Indian Musicological
Society, Vol. 37,2007, 12-22.
" Bruce Ellis Benson, The Improvisation of Musical Dialogue, A Phenomenology of Music, Cambridge University
Press, Cambridge, 2003, 70-72.
¥ Robin Moore, ‘The Decline of Improvisation in Western Art Music: An Interpretation of Change’, International
geew'ew of the Aesthetics and Sociology of Music, Vol. 23, No.1 (June 1992), 80.

Ibid., 81.
10 Cf. Theodore A. Gracyk, ‘Adorno, Jazz, and the Aesthetics of Popular Music’, The Musical Quarterly, Vol. 76,
No.4 (Winter, 1992), 526-542.
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repertoire our schools and institutions tolerate little deviation from the guidelines
of the score. Similar attitudes restrict the performer's interpretation of many
modern works...

Written documentation supports Ferand's position on the importance of
improvisation in every musical era of the Western classical tradition excepting the
present. Even well into the 19" century it is clear that improvisation remained an
indispensable ability for most professional musicians.''

Moore proffers the democratization of art through the rise of a middle class that plays music from a score
without 'really understanding it’ as one of the main factors in the decline of improvisation. The case he

makes is very strong and when he cites Leopold Mozart one cannot but think of Indian masters:

Many imagine themselves to have brought something wonderfully beautifully into
the world if they befrill the notes of an Adagio cantabile thoroughly, and make out
of one note at least a dozen. Such note-murderers expose thereby their bad
judgement to the light..."”

Indeed, in India improvisation depends wholly on the continuity of tradition. Persons who try to improvise
without being profoundly drenched in the tradition will always remain note-murderers. The famous story of
Narada, the minstrel of the Gods, when he was still a young musician is a good illustration. This story
circulates widely in India and I do not know of its precise origin, but will copy it here from a website on
Indian music that attributes it to the Adbuta Ramayana:

Once upon a time the great rishi Narada thought ... that he had mastered the whole
art and science of music. To curb his pride the all-knowing Vishnu took him to visit
the abode of the gods. They entered a spacious building, in which numerous men
and women were weeping over their broken limbs. Vishnu stopped and enquired of
them the reason for their lamentation. They answered that they were the ragas and
the raginis, created by Mahadeva; but that as a rishi of the name of Narada, ignorant
of the true knowledge of music and unskilled in performance, had sung them
recklessly, their features were distorted and their limbs broken; and that, unless
Mahadeva or some other skillful person would sing them properly, there was no
hope of their ever being restored to their former state of body. Narada, ashamed,
kneeled down before Vishnu and asked to be forgiven."

It is an interesting contradiction that Adorno, in the Marxist tradition, would be expected to champion the
democratization of art. Yet at the same time, the democratization of art has divorced it entirely from the
people and in a sense destroyed one of the most fundamental mechanisms to keep music “alive’, which is
improvisation. This partly explains the split in which Adorno was caught, and dominates the crisis in which
Western art music has been plunged. First, the opposition between popular and art music drew away half of

the life from art music. Second, the tradition of Western art music became a frozen museum-piece in which

' Robin Moore, op. cit., 62.
12 Horsley on Improvisation from Grove 1980, 43, cited in: Ibid., 72.
B Hindu music, Hindu wisdom, http://www_.hinduwisdom.info/Hindu Music.htm.
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innovation was a taboo. Third, new creations became so far removed from the tradition that very few people
could understand them.

Adorno was not the only person to criticize jazz. The first half of the 20™ century saw a fierce fight
against the demoralizing, debasing, debilitating and deafening musics of the masses. Obviously this fight is
the reflection of a great fear, that of being contaminated by ‘low’ culture. As Moore puts it:

Conceptions of what true art should be, and how the average individual should
relate to it, changed drastically at the turn of the century. Western popular culture
and art became at this time, and in many ways still remains, entirely distinct from
high art in the minds of the public. The very term popular artist carries pejorative
connotations. Our culture promotes the idea that any art form accessible to large
numbers of people is in some way inferior to those which are more difficult to
understand. "

The ideology of people like Adorno was to educate the masses and to raise their taste to that of classical
music. Interestingly, in many other cultures, including India, there is no such abyss between high and low
culture. Classical Indian music, folk music and popular music all interact and influence each other. There is
no disdain or envy, although classical musicians may criticize each other for submitting too much to
popular taste.

Ravi Shankar was keenly aware of the potential of exploiting the idea of improvisation as the
common ground of Indian music and jazz. After the long period in which improvisation in Western art
music had been treated as a very shady idea, improvisation experienced a resurrection. Ravi Shankar, the
great ambassador of Indian music in general and of its improvisational character in particular, may have
played a major role in this process. In the second half of the 20" century, Western musicians of the classical
tradition started to take interest in improvisation again. Moore rightly indicates that since 1850 very few
studies have been written on improvisation in Western music."” In the last quarter of the 20" century this
changed dramatically. First a growing number of publications appeared on improvisation in non-Western
musics and jazz, and more recently the tradition of improvisation in Western art music has been
engendering great interest.

I estimate that Western classical musicians - who had ‘lost the art and métier of improvising’ took
more interest in the ‘Indian way’ than in jazz, even if Ravi Shankar always insisted on the similarities
between Indian and jazz improvisation. This may have to do with the split between art and popular musics.
Western exponents of art music may have felt more comfortable with the ancient art music of India than

with the Western ‘light music traditions’.

14 Robin Moore, op. cit., 76.
" Ibid., 62.
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IV. Indian improvisation

It must be pointed out that improvisation is a very different thing in India than in many other traditions.
Harold Powers has very lucidly elaborated this issue in two articles.'® I would even suggest that jazz
improvisation and Western art music improvisation of the past had more in common than either had with
Indian improvisation. To start with, it must be reiterated that in India there is no separate concept of
improvisation. For improvisation (the unforeseen), in the Western sense of the word, stands in opposition to
what actually is foreseen. This distinction is more subtle in India. Commenting on Nettl’s famous 1974
article Powers remarks:

Nettl has rightly observed that there is no necessary distinction between composing
and inprovising [sic] so far as the material and the procedures are concerned, and
the oft made distinction between oral composition and written composition seems
less significant still in principle, since fixed set pieces may perfectly well be orally
composed and orally transmitted. But from the performer's point of view there is a
very real difference between what is improvised and what is memorized. The
analogy in oral language would be the distinction between speech that is spoken
and a speech that is recited."’

Powers subsequently explains that one of the problems we constantly face is that there many different
musical processes that are all gathered under the single name of improvisation:

Nettl's piece on what is improvised in improvisation touches on the vastly variable
improvisability of musics in many other thought-provoking ways. A certain
carelessness in terminology, however, reflects a commonplace and disastrously
oversimplified understanding of the actual material already available to
comparative musical studies in this domain. Nettl's hypothesis is that ‘The
improviser ... always has something given to work from ... We may call it his model.
In some cultures specific theoretical terms are used to designate the model: raga ...
and other, basically modal configurations--patet in Javanese and Balinese gamelan
music, dastgah in Iran, magam in Arabic and Turkish music.” The hypothesis is
powerful, and surely correct. The instances, however, embody an unexamined
cross-cultural generalization, which has time and again provoked frustrating
comgarisons that in fact cannot be made and obscured illuminating contrasts that
can.

In a much earlier article, Powers had distinguished between two main varieties of improvisation:

I would like to distinguish two main manners of improvisation. In one, a given
melodic or, in our day, harmonic sequence is taken as a basis and improved upon,
by means of embellishments, substitutions, or interpolations; but the original piece,
as a whole, is still to be discerned behind the improvised version. I would suppose
that many of the existing elaborate versions of certain melody-types in the
Gregorian repertory might have arisen in some such way, and that this type of
improvisation would have been common in the growing period of Christian music.

'S Harold S. Powers, ‘Mode and Raga’, The Musical Quarterly, Vol. 44, No. 4 (Oct. 1958), 448-460; Harold S. Powers,
‘Language Models and Musical Analysis’, Ethnomusicology, Vol. 24, No.1 (Jan. 1980), 1-60.
7 Harold S. Powers, ‘Language Models and Musical Analysis’, op. cit., 43.
18 11
Ibid., 43.
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An example from a harmonic system is the improvisation by jazz musicians on
stock tunes or chord sequences. Whether precomposed or improvised, this is
essentially variation technique. A second manner of improvisation, which I will
call ‘free improvisation,” consists in the permutation of short plastic motifs,
combining them in various orders one with another. Probably many of the
centonate melodies in the Gregorian repertory arose in some such fashion. From
more familiar musical styles one might cite the manner in which cadenzas to
classical piano concertos were improvised, since one may suppose that such
improvisations were similar in principle to the written-out cadenzas that have come
down to us."”

One of the most misleading ideas relating to improvisation in Indian music has been to suggest that a
musician can freely improvise to the limits of his musical imagination within ‘the rules of the raga’. Those
rules would be as simple as a scale, some notes to be omitted, certain obligatory note-orders and the like. In
his 1980 article, Powers brings in a completely new view of Indian improvisation, in which he compares it
to speech-language and the variation/permutation seems not to really cover this form of improvising. I have
attempted to describe this form of improvisation elsewhere, but will summarize it briefly here.”* This type
of improvisation refers to a specific part or section of a performance that is known commonly as a/ap. The
literal meaning of this term is discourse, which immediately makes clear the linguistic connection. In this
musical discourse the musician voices the raga. We could be inclined to say that the musician talks
musically about the raga.

The idea of talking about the raga would imply that the raga is the subject of the discourse.
However, for many musicians it goes a little farther. They feel that a performance is a manifestation of the
raga, that the raga itself is the narrator and that the musician is the medium through which the raga
manifests itself. Every raga has a unique individuality, a Gestalt, that is treated with great respect. The story
of Narada and the mutilated ragas related above is taken seriously by musicians. Musicians engage in a
kind of interaction with the raga flowing from an inner logic that is located in a subconscious stratum of the
musical mind. Indeed, such an alap is wholly unforeseen; at every split second it may go into any number of
directions. And any direction taken has consequences for the next turn in the track. In that sense it reminds
one also of a chess game, in which every move leads to a new set of possibilities that in total are virtually
infinite and yet at any stage of the game are dictated by distinct guidelines. Although nothing is foreseen in
such an alap there is also rarely anything truly new. A manifestation of a rdga in this sense is like a

biological specimen. Every rose is different, and yet all roses are the same. Even each phrase in the

1 Harold S. Powers, ‘Mode and Raga’, 451-452

20 Wim van der Meer, Hindustani Music in the Twentieth Century, The Hague and new Delhi, Martinus Nijhoff/Allied
Publishers, 1980; Wim van der Meer, ‘Improvisation and the margins of musical creation’, Journal of the Indian
Musicological Society, Vol. 37,2007, 12-22; Wim van der Meer, ‘Improvisation, Change, Works, and Ragas’, Dutch
Journal of Music Theory, Vol. 13, No.1, 2008, 25-35.
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discourse may be unique, as durations and intonations are not limited to quavers, semiquavers, naturals,

sharps and flats. There is a very real difference between:

and

Such differences can be meaningful. Great musicians present meaningful differences and they give us the
feeling that every subsequent step is inevitable and necessary. The raga is revealing itself in all its glory, it
rises from the mist; it disengages itself from its background, which is embodied in the eternal drone. Every
single phrase adds a new touch to the picture of the raga, but at the same time every phrase speaks of the
very core of the raga. Such a performance can also be likened to a sculpture in the process of being created.
Every chop of the chisel must be precise, accurate and correct, or else the whole stone will have to be
thrown away.

There are several terms to describe this process. One that is commonly used by musicians is upaj,
which means ‘created’. Although prefabricated pieces and compositions are also ‘created’, musicians
usually refer to upaj as created during the performance. In that sense it comes closest to the broad term of
improvisation. The essential problem is that nothing (or hardly anything) is really being created on the spot,
during the performance. It is all known, it has all been ruminated thousands of times. We may tell the joke
in the beginning of this article in endlessly different ways but two things will remain the same: the main
framework of the story and the vocabulary with which we tell it. In South Indian music the concepts of
kalpita and manodharma are used to distinguish between what has been created by a composer and what is
done during the performance. Again, manodharma would then appear to be similar to improvisation. But,
as before, it must be remembered that most of what happens during this ‘improvisation’ is pre-fabricated
material.

A few other terms have some bearing on improvisation. We have already discussed the concept of
alap, which is really a section of a performance, but at the same time refers to a particular process. Similar

terms are barhat and vistar, the first meaning growth and the second expansion. They are similar to alap,
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but used in different contexts. Barhat is a kind of alap used in juxtaposition with a bandish (composition),
which is set within a rhythmic cycle. This occurs mainly in the genre known as khayal, in which a very
interesting contrast emerges between the free melodic phrases that are totally liberated from the rhythmic
cycle and the recurring composition that has adheres closely to the cycle.

The fundamental distinction that that Powers made between music that is precomposed and
memorized (or played from score) and music that is made up as the musician goes along in the end is not
tenable. Again, the joke from the beginning may help to demonstrate this. Both the framework and the
control of language are part of a lower stratum of the musical memory. Similarly, a musician will have
some framework in mind which controls the idiom of the r@ga. Moreover, that which is supposed to be
precomposed, is also highly variable. The so-called composition (bandish), may appear in such wildly
different forms that speaking of ‘interpretation’ would be to underplay the creative input of the artist. We
are then, in the first place, speaking of different degrees of memorizing. As indicated at the beginning of
this article, in Western music there has been (and still exists) an obsession with exact replication. The ‘great
work’ created by the ‘genius composer’ is in the end open to only one interpretation - the true intention of
the composer.

In an interesting study Benson laid bare the illusory nature of this way of thinking. More than
anything else, improvisation is a form of rebellion against the dictatorial nature of music reproduction in
Western culture. This rebellion has come from within, especially in jazz, and received support from outside.
Indian music, and in particular Ravi Shankar, played a tremendous role in this process. Ravi Shankar could
also achieve this because he teamed with musicians from the most diverging directions in the West:
composers such as Philip Glass, performers of classical music like Yehudi Menuhin, jazz giant John
Coltrane and, last but not least, the Beatles. Indian music, with Ravi Shankar as its ambassador, has in the
process turned the tables on the critics of improvisation. Improvisation is now very much on the agenda of

Western classical music again.

V. Conclusion

The joke about the superiority of Indian culture in the beginning of this article is a typical example of the
way Indian people feel about their culture. And indeed, despite many cultures around the world taking the
superiority of Western culture forgranted and imitating the Western approach to music making, Western
classical music had (and has) very little impact in India. In the process of promoting the cause of Indian
music and defending it against its critics, improvisation was possibly the most important symbol and one
that also became the crux of the crisis in Western music. At the same time, as I have made clear,
improvisation in India is probably not the same as improvisation elsewhere. At present, musicians criticize
each other for using too many pre-composed materials and having too much of a pre-planned performance,

which implies that they continue to place a high value on ‘improvising’, whatever may be meant by it.
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Over the past century, music writing has become more important in India and the transmission of
the vast collective consciousness of ra@ga knowledge is being threatened by fast living. Many of the reasons
Moore has given for the decline of improvisation in Western music are lurking around the corner in
contemporary India. And the recording industry may turn living raga-entities into dead museum pieces,
much in the same way scores caught Western musical ideas in a frozen state. For culture to live it must be in
a state of continuous flux. As the title of Canclini’s famous book suggests, we need strategies for entering
but also for leaving modernity. It would seem that writing and reading music, rather than playing and

hearing it, have been the essence of entering modernity. We will have to improvise our way out of it.

CAXKETAK

Buwm Ban nep Mep

NUMITPOBU3ALIMJA HACYIIPOT PEITPOAYKINJIJU. UHIUJA U CBET

Tokom 18. u 19. croneha konoHujaHa BIACT €BPONCKUX CHJIA HAJ BehuM nenoM cBera Ouiia je IoCTeneHo
mpaheHa HIEOJOTHjOM CYNMEPUOPHOCTH 3amajHe Kyarype. OBO ce OIHOCWIO W Ha MY3MKYy M Ha
MY3HKOJIOTH]y. McnpBa je BehrHa 3amaux KOMEHTapa o “Ipyroj” My3uIli Owila yrilaBHOM MOTIICHHBAYKa
1 HeotoOpaBajyha, HO IOCTENEHO je 0BO HEraTHBHO MUIIUBEEHE TIPEPACIIO Y TIPOTpaM IpeMa KOjeM je H3B03
3amailbaukuX MY3WYKHX KOHIeTara OMo MOJjeAHAKO MOApa3syMeBaH Kao M M3BO3 JIPYTUX €BPOICKHX
KyJITYpHUX TpOJyKaTa Mmomyt npeodpahama y xpuirhancTBo, HaMeTama 3aNaiHoT JIETATHOT CHCTEMa, 1A U
jesuka. Y mporiecy cTHIama He3aBUCHOCTH OpojHE Cy He3ana[mhauke Halllje BUETIC IPUCBAjambe 3aralHIX
MY3MYKAX KOHIIENIHja Kao CYIITHHCKH JI0Ka3 JOCTH3ama ‘‘MonxepHOCTH”. YmambsueB Mehy oBUM
KOHIIETITIMA jecTe yHampena JAe(pHHHCAHA capagma BEIHKOT Opoja My3mdapa KOju Y OpKeCTpy H3BOJE
CUM(OHH]CKY MY3UKYy, ca TOCICAMYHUM eJIEMEHTHMa MOIMyT CBUpama MO0 HOTaMa, O/Bajama yJora
M3BOhada M KOMIO3UTOPA, yrnoTpede (QyHKIMOHAIHE XapMOHHUje U oOydaBame My3uudapa y (GopMaTHOM
cUCTeMy KOH3epBaTopHjyMa. Y OpOjHHMM He3alaJHUM HalMjamMa JaHac 3alajHa My3HKa Urpa Ba)KHH]Y
yIIory oX (ONKJIOpHE TpaaulHje THX Halyja U TO 0 Te Mepe Ja je y HEeKUM HaldjaMma TpaauIFoHaTHA
My3HKa TOTOBO Y TIOTITyHOCTH HECTala.

3agyno, y Unnuju 3amagna My3nka HEje CTEKIIa TakaB CyNepHOpHH craryc. Tokom 19. croneha
OuJIO je MoKyIaja a ce yBele 3amajmavka HOTaluja U Ja ce “XapMOHHU3yje” MHAMjCKAa My3HKa, HO OHH
HUCy Ownu 3HauajHu. Onucra, HE caMO Ja jeé MHAMjCKa My3HKa CYIITHHCKH OCTala CTBap YCMEHe
TpaJuldje, HETO Cy jOj 3aMUCIH O OPKECTPALIUjH U XapMOHHU3AIMjH OCTaJle MOTIyHo cTpane. Llta pune, u
3amaiHa My3HKa y IIeIMHE OCTalIa je CacBUM repudepHa y HANjH, ocHM Kaja je y THTamky alpolpHjaryja
y XUOpuJ HHAHjCKE PUIMCKE MY3HKE.

HmprioBu3arnyja je mocrana KJbYYHH €lIeMEHT y KOHTpa-IUCKypCYy MHANjCKE My3HuKe TokoM 20.
Beka. Kao nieo Tor auckypca CTBOpeHa je onosuiyja u3mel)y nMnpoBu3oBaHe U KOMIIOHOBaHE MY3UKE ca
UMIUTHKANKjoM J1a Ou uMmmpoBu3anija Ouna Hemoryha y 3amafHoOj KIaCMYHO] MY3HIM 3aTO LITO je OBa
CacBHMM 3aMp3HYTa, ITyKa 1 OyKBaJIHA PEIUTNKA 3allUCaHe MapTUTYype, pEIMKBUja y My3ejy My3uke. Yak Tako
KacHo, kao 1945. roqune, 'poyBOB peYHHK ONHCYje IMIPOBU3AIN]Y Ka0 IPIMUTHBHO CTBAparhe My3HKE.
Cana, 3amafgHu KOH3EPBATOPHjYMH W TEOpPETHUapH KIACHYHE MYy3HKE ‘“TIOHOBO OTKpHBajy” 3HAYaj
HUMITpOBH3AIMje. Y TOM TIIpoIecy ‘‘HalyIlTama MOJCPHOCTH, na mutupamMo KaHKnmnHHja, TpuMep
WH/IMjCKE MYy3HUKE je BeOMa 3aHUMJbHUB.
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