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School of Music
This dissertation explores the phenomenon of gigiear traditions in the classical and
popular music of India. Drawing from data gathelbetiveen 2014 and 2016 in Jaipur and
Kolkata, India, the history, social life, and clealyjes faced by the slide-guitar community are
illuminated with attention to how the instrumenstiurished in a climate of modern Hindu
nationalism and globalization. Using a theoretfcamework that includes ideas about hybridity,
nationalism, vernacularization, and cultural cdpttee many forms of the slide-guitar in India
are analyzed in the context of the cultural refoohbdia’s late British colonial period through
the early twenty-first century. The slide-guitaarsalyzed in light of the codification of musical
systems and cultural norms in India, with speampkasis on gender issues in the performing
arts and in nativist symbolism. This study emplesihe relationship between musicians and
instrument makers in the evolution of an instruntaat has migrated conceptually and
structurally from a foreign to a traditional ingtmant within Indian music cultures. Ethnographic
work is focused on the role of the luthier in cava uniquely Indian identity onto the body of
the slide-guitar and the social life that has nest#d around the customization of slide-guitar
instruments. Detailed are the diverse performaaceniques and pedagogical systems that
transmit slide-guitar repertoire in the genres ofddstani classical music and Bengali light

music genres dRabindra sangeeindNazrul geeti
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Introduction

Monsoon has come and with it a different seasomald, languid in the humidity of
heavy rains in arid Rajasthan. Lacking drainage)ynsireets and intersections have been
flooded and power-outages are frequent, makingfitwalt to navigate Jaipur’s wide streets in
time for our evening concert. Few classical musigcerts occur this time of year, yet India’s
rainy season is a highly cultivated symbol. It @gses a rich variety of tonal colors and moods
in a family of ragas callethalhaar. A famous story of Hindustani music's most mythfiaure,

Mia Tansen, tells how his rendition of the mons&tia ki malhaarraga produced spontaneous
rain inside the emperor's palace. Such a mixtutbefuspicious and the magical typifies the
narratives of great Hindustani classical music@fithe past, where the elements, the passions,
and the spirits can be swayed with the power obchelnd devotion. The divine origins of
creativity, innovation, and invention generate gisfal aura whose maintenance remains central
to the careers of many modern-day performers. Whédeconcert experience described below
makes no claim to the supernatural, it does intteduy dissertation theme, the slide-guitar in
India, as an unlikely but nevertheless powerful immedthrough which the aura of divine
inspiration and cultural belonging is expressed.

The concert opens with a brief invocation to L8tdva. Garlands of small red, white and
yellow flowers adorn a bronZ¢atarajastatue. It stands on a white pedestal at one eacgmall
theatre stage where in the center, three instrisreaviered with white linen sheets have been
carefully arranged over a spacious mattress padll 8iiyia candles have been lit and wisps of
smoke trail from small clusters of incense, stagdiertically in clay cups filled with sand.
Dressed in modest, but finer quality traditiokattas andsaris—all drenched at the heel—

nearly one hundred people fill the air-conditiomedl. Outstanding members of Jaipur's Indian



classical music community attend, as well as tagnilies, students from the local conservatory,
and a small group of my friends from the nearbydilanguage-learning institute. In bold
letters, a large banner devanagariscript announces the names of the venue, promoter,
performers, and the event: “The Sound of Rain.”

The crowd's idle chatter fades when the host ambres a small podium opposite the
dancing god. In a deep and formal Hindi registes,liost introduces the artists, noting accolades
as attendants offer the musicians small bouquetsses and a gilded certificate from the
Jawahar Kala Kendra, one of Jaipur's premier it performing-arts venues. After
bestowing the gifts, the attendants perf@manamby ceremoniously touching the feet of each
artist. Humbly, the artists accept the honors aa#lartheir way over to their instruments where
they sit cross-legged, attending to fine tuning sowind checks. Pandit Vishwa Mohan Bhatt
finally takes the microphone and greets the audieHcs soft voice names the opening piece in
raag bageshredo be played imlap, jor andjhala. To his left sits his son, Salil Bhatt, dressed in
a deep redherwanj and to his right sits Ram Kumar Mishra, adjustimg straps on hisbla.

The event’s traditional
atmosphere and ritual mirrors
any other Hindustani classic
music performance, except that

Bhatt and his son's instruments

share a history barely fifty years
old in a classical genre with ancient origins. i lap rests an instrument resembling a guitar
with raised strings, similar to a lap-steel, dobrddawaiian guitar, yet—like other Indian
instruments—it contains a course of sympathetingdrtarab) and decorative wood carvings.

In the left hand glimmers a metallic, bullet-shagéde, which deftly glides across steel strings
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with a smooth melismatic technique as the firse®aofalap are enunciated. The warm, humid
evening in Jaipur almost accentuates the impressistin on this instrument, and large house
speakers amplify its rich and full tone. In the @@z our belabored arrival, the hall’s

reverberating sound comforts us and | sink intosegt, closing my eyes.

It was not raining inside, but that evening diggime questions that have shaped this
dissertation. How, | wondered, did the guitar migrand evolve structurally and sonically to
fully integrate into the Hindustani classical ttamh of northern India? How have artists adopted
and adapted this instrument and what markers tdir@lilauthenticity have been employed to re-
invent the slide-guitar in a traditional Hindustaontext? As a student of ethnomusicology
sensitive to notions of identity, politics, natidisen and religion, the Hindustani slide-guitar
struck me as a unique symbol of modernity, whileemtheless operating comfortably within the
parameters of traditional classical music perforoean

Considering the historical and political climatac® India’s 1947 independence, other
guestions arose: What was the relationship betwetan national identity and the acceptance
of these new instruments? Furthermore, given tiatise of the Hindustani slide-guitar
coincides with India’s early twenty-first centurgliical history, casually known as Hinduism'’s
“golden age,” and marked by the rise of the Bhadataata Party (BJP) and right-wing religious
conservatism, does a relationship exist betweenrettesting of the guitar’s identity and the new
Hindu nationalism? The political movements promgtnnew Indian modernity reflect a highly
contentious cultural landscape dominated by Hinalitipal hegemony. Within this climate, the
slide-guitar has been coopted into the Hindustawlition, achieving considerable renown, and

even becoming a new symbol of Indian cultural pridederstanding how this was achieved is
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one of my main research objectives. Given Indialstemporaneous political realities, it would
be irresponsible to address the slide-guitar ilatgm, without examining the tensions between
tradition and modernity. In such an environmenty l®the appropriate aura of traditionalism
encoded onto an undeniably modern instrument?

The slide-guitars in India became the focus of esearch because the process of their
invention and the stories of the performers whangbian these instruments are densely
structured symbols of change in India. They repreadong development of cultural aesthetic
tastes interacting with a history of colonialismtionalism, and economic development.
Regarded as new technology, mixed with an almastbtraditionalism, these slide-guitars are
designed to project an aura that harkens backts&lgic cultural imagination. South Asian
cultural scholars know well the arguments abouwtiti@n and modernity as competing streams of
Indian culture, yet these instruments blurs theveational theoretical dichotomy. Rather than
placing the slide-guitar neatly into this dividadtaral paradigm, | theorize the instrument as an
object that has become vernacularized, into Indidture, where it expresses modern identities,
innovations and ingenuity in a hybrid form, whichters to tradition yet also represents the
future of the Indian classical genre.

Theoretically, the value of re-definition is a maulation of the symbolic cultural capital
of an object, which is an important process to vstded, and one comparable to other foreign-
cum-Indian instruments like the violin and harmaniwhile many of these questions involve
listening audiences and a broader cultural ethalso wondered how artists and luthiers viewed
the slide-guitar’s evolution. Their perspectivesaadohelp us better understand the development
and cultural value of these new slide-guitars bsedhey are the on the forefront of creating new
forms and techniques that vie for attention inltidian cultural milieu. No other individuals

have the success of the instrument so closelytwitezd with their own reputations and
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livelihoods.

For performance practices, the slide-guitar iresgpgenerous musicological interest. What
technigues and structural developments have allaghedhstrument to produce the highly prized
aesthetic qualities of Hindustani classical music@erformance, advantages and shortcomings
result from choosing the slide-guitar rather thtreq more well-known, classical instruments
like thesitar, sarodandveena In exploring these questions | have documenteema® of
discussions and personal lessons with slide-gsiganivhich allow me to comfortably illustrate
the phenomenon on paper and in practice. In priesgtitis data, | argue that the slide-guitar has
first adopted the persona of a mimic in order gptimize itself, replicating the sonic qualities of
the voicegsitar andsarod Now in its third generation of pioneers, the Hiathni slide-guitar has
developed its own vocabulary of techniques that mawe beyond this notion of mimicry. In
finding its own voice, the slide-guitar's identitgs been fractured by a constant renaming and
restructuring, making its incorporation into the&der curriculum of Indian classical music a
great challenge. This has led me to explore hovslide-guitar has changed in the face of these
challenges and how the newest generation of peéi@ims coping with this apparent identity
crisis and lack of standardization.

Previous academic research on the slide-guitkrdia occurs only in a few recently
published works and dissertations, which are diffito find. Martin Clayton’s (2001:179-208)
chapter on the guitar in India describes his inéswg the two most prominent performers,
Vishwa Mohan Bhatt and Debashish Bhattacharya.t@hagnly hints at the larger world of
Indian slide-guitar and the research possibilitiegrent in the ethnographic narratives of its
practitioners. This dissertation follows that phthdelving much deeper into the lives of the
performers, instrument makers and audiences aidrétetionship with the slide-guitar. It

describes the routes, both physical and theorgtlwaugh which the slide-guitar has become



13

vernacularized into both classical and popular mursindia. By focusing on the parallel
development of slide-guitar traditions in Jaipuajathan and Kolkata, West Bengal, | present
the development of structural forms, performancaneues and aesthetics, all of which are
evolving at a rapid pace. Understanding these tadittons and their relationship with
instrument makers will help answer the questioha this foreign instrument has become a
suitable medium for Hindustani classical music Bedgali light music.

My dissertation discusses the above-mentione@sssand hopefully will inspire further
research into the absorption and redefinition sfrumments into new cultural contexts. This work
seeks to contribute not only to the knowledge aBbdé-guitar in India and those involved in its
unique story, but to how objects traverse conceégtatagories to become markers of cultural
authenticity. In a post-colonial context, such algecan become representations of cultural
identity, nationalism, nativism and even de-colatian as they become widely consumed and
incorporated into productions of cultural and podt importance. The methodology and
guestions asked here will hopefully contribute daviothers work to understand and analyze the
symbolic and structural evolution of instruments.

As an aspiring American ethnomusicologist, | ustind that my position in the slide-
guitar community has social and political conse@esrthat may affect my data. Surely there are
nuances lost in translation and matters of pergettiat may challenge my observations.
Nevertheless, while subjective, my analysis of mgihgs will create a structure for debate,
which welcomes criticism, refinement or refutatibtighlighting the slide-guitar phenomenon in
India is my primary concern; beyond my languagdissknd musical aptitude, which allowed me
to successfully conduct fieldwork in India, my oeredentials and story are tangential. Yet my
own personal journey into the realm of slide-guiteindia will introduce not only my

motivations, but also illustrate many false assuomgst! held, which are typical of neophytes.
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Personal Background and Research Origins

Identifying the slide-guitar in India as my resgasubject emerged via a rather circuitous
route, beginning as one might imagine, with a lbetd interest in guitar music. Growing up in
Berkeley, California, | began playing the standsirdstring Western guitar after a brief stint with
cello at the age of ten. My parents came from Aoagriand Chilean backgrounds and enjoyed
the sounds of American folk, rock, blues and jazooe side, and saldzachata flamenco and
Latin pop on the other. With diverse music surrangdne at home and my growing obsession
with guitar playing, | sought out eclectic musi@axperimented occasionally with slide-guitar
after seeing blues and jazz acts in venues ardwnBay Area during my teens. My awareness of
Indian classical music began during a high schaternship at the Ashkenaz music and dance
community center in Berkeley. From this vantagenpdhe local scene of traditional music was
easy to navigate. | sought out Indian music peréoroes, often at the University of California at
Berkeley, and found festivals where fusion eledtamnd rock acts incorporated Indian
instruments, especially thiabla. My interest in guitar remained strong, but in miynd, it was
completely unrelated to what was quickly becomingather passion, Indian classical music.

In Southern California, at Pomona College, | beggrinterest in ethnomusicology.
While pursuing a cognitive science degree, | cotepl@ minor in music and began learning
both flamenco guitar an@dbla. By then, my parents had moved to Marin Countianthern
California, close to the Ali Akbar School of Mustbe epicenter of the Bay Area’s Indian
classical music scene. Drawing my interest in sthod at home, | decided to pursue music
more seriously as an academic career. My menteoiona, Katherine Hagedorn, introduced
me to the musicians Kartik Seshadri and Arup Clpattibyay, and | followed them both down to

the University of California at San Diego to stugitar andtabla, respectively.
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The deeper | delved into the Hindustani clasdiealition, the more India’s culture,
religion, history and languages intrigued me. ldreg formal
ethnomusicology graduate program in 2009 at thevésaity of
Washington and started taking Hindi language caufseping
to use language scholarships to help me pursuarcdse
interests in India. In the summer of 2010, the Ao@er Institute
of Indian Studies (A.L.I.S.) sent me to Jaipur,&#jan for an

intensive Hindi language course. Six blocks fromAhl.1.S.

institute, my newsitar teacher Chandra Mohan Bhatt, first

Author playing mohan veena.
Photo by Grant Gilford

introduced me to the Indian slide-guitar.

Bhatt recounted stories of his father, Shashi MdBhatt, and his uncle, Vishwa Mohan
Bhatt, who toured India as the Bhatt Brothers—tealing exponents of tlsenia-maiharstyle
of instrumental playing. Shashi Mohan Bhatt was@esiorsitar player and house musician at
All-India Radio (A.I.R.), where he met Pandit R&hankar and performed some of his
compositions for national broadcasts. Vishwa MoBhatt became a student of Shankar's, but
on an instrument of his own design: thehan veenaA modified slide-guitar with extra
sympathetic strings, detailed Indic visual aestsetind other strategically placed strings for
playingraga music, thanohan veensaas my first exposure to any form of guitar playin the
Indian classical genres.

Later that summer Vishwa Mohan Bhatt and his salit Bhatt performed at the Jawahar
Kala Kendra, as described in the opening paragraptiss introductory chapter. Salil played on
thesatvik veenaa modification of his father's previous inventidiese two artists impressed
me with the possibilities of playing slide on myginal instrument of choice, the guitar, but also

inspired questions about the invention and deveéraf their own seemingly unique
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instruments. Both guitars feature an arch-top frarsbaped sound holes, and they are highly
decorated with traditional carvings and designe &kitar or sarod | had not previously heard
of the Concord brand (now Conchord due to copyriggues) from the world @itar or guitar,
but the undeniable first impression was one of \egh quality and custom design. The
instruments resembled a pair of gilded space-sthpanythicapushpaka vimand&am's
celestial chariot riding waves of sound. In my e#éy the structural and sonic differences of
these two instruments were not as vivid as thieistiious namesnohanmeaning attractive,
satvikmeaning virtuous, angeenathe traditional name of a string instrument congdehe
predecessor to tretar. These slide-guitars struck me as something umeqally modern, new
in the context of both craft and technique, playwithout concessions within an ancient and
highly guarded music tradition of Hindustani mudibe immediate comparison in the context of
Karnatic music is the violin, but | had never saernolin with such ornamentation and
modification to name and form. Intrigued, my seeaghyrdisparate interests in guitar and
Hindustani classical music began to coalesce.

The following year, in 2011, | returned to Jaifparanother Hindi program and was
fortunate to live at the Bhatt residence. That semhstudiedsitar diligently, taught Spanish
guitar andablalessons, and continued making contacts elsewhd®ajasthan, including the
cities of Jodhpur, Pushkar, Udaipur, and Jaisalfrtez.slide-guitar held my interest but | could
not keep up with the superstar Bhatt guitaristd eebugh to take any lessons. Finding my own
slide-guitar instrument also proved difficult, s§ project went on the backburner. In the
meantime, | interviewed numerous instrument makesg my emerging Hindi skills.

One day at th#lusic and Sportgstrument shop on Chaura Rasta in old city Jaipur
found an instrument that revived my interest inkiedustani slide-guitar’s creation. It was a

violin-shaped instrument but with a total of eigitestrings. The manager called it gvearlin,
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and spoke about the local luthier who was tryingegdicate the
mohan veenan violin form by adding sympathetic strings. Thi
model appeared to be a failed experiment, no loagkerto hold '
its pitch, as a result of old hardware and excessikng

tension. How much was this a novelty? Could theaimglide
guitar have gone through its own failed stagesdesigns? It

became clear to me that to fully understand thatime and

success of India’s slide-guitar, | would have teigiew the Swarlin, 2010. Photo by Autl;or
instrument makers—the luthiers—who based on their oreativity or in consultation with an
accomplished instrumentalist—have taken the sliitagand made it fully Indian.

Long discussions with instrument makers becanegrat to my weekly ritual in Jaipur. |
frequented Chandpole Bazand especially the music shops on Kalyanji ka Rd$tare | met
with Mukesh, aabla-maker originally from Jodhpur, who discussed hi@cpss, his materials
and other parts of his business. | asked him waahbught about invented instruments: new or
mixed creations. He spoke blandly about how peameconstantly making new instruments,
often giving them ridiculous names, and then watghhem collect dust, or worse, fall apart
from bad design. Amidst our Hindi conversation Mstk@ised English phrases like “Indian
ingenuity” and “indigenous technology,” referrirgthe do-it-yourself experimentalism
prevalent throughout Indian art, craft and infrasture. Jerry-rigged electrical wires, buildings
propped up with bamboo tied with jute chord, moyales modified with platforms to carry
extra people, goods and even livestock: all exdraglia well-known resourcefulness, for which
many Indians take pride. These inventions are piiynatilitarian and not prized for their
aesthetics or high craftsmanship like instrumehts lighly-regarded cultural genre of music.

The slide-guitars | had seen were meant for seeapsrimentation, with the goal of re-creating
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the guitar as a respected traditional Indian imsé&mut. According to Mukesh, changing the design
of a traditional instrument required a combinatidingenuity, marketing and luck. Even then, it
was incredibly rare for a new instrument to stdreltest of time, be promoted by successful
musicians, and join the canon of instruments irdieigra musical genre.

The urge to embellish the traditional details mirgsstrument can be just as strong as the
urge to mechanize, electrify and digitize. For eglanthe automatiarti is a completely
motorized machine with belleagara(kettle drums) and a mini gong for religious seeg. |
encountered these machines in ritual settings wheseamplified the ecstatic mood of prayer
services, filling the temple space with a cacophoihgound. While producing an awesome
sound, this invention differs from the Hindustala-guitar because even in a ritual context,
little attention has been paid to the machine’sapgateness in a traditional setting. Slide-
guitars, such as thrmaohan veenanust negotiate their way through a complicatedgetiltural,
social and political changes in India not only eéodzcepted, but to cease being considered only a
novelty.

| found that the use of machines and electroni¢gahitional settings has been a
controversial issue. Even though amplifying slidetays through on-board electronics occurs
more frequently than in other Indian classicalrmstents, this electrification is often hidden
from audiences who may harbor negative reactiotise®e new technologies. The slide-guitar
has encountered plenty of resistance from conseesadf various stripes but nevertheless
prevailed as a result of an intricate web of prarstperformers and luthiers. Invention and
innovation have always been abundant resourcégimstrument maker community, but few
new ideas like the Hindustani slide-guitar haverbel®gampioned by well-known artists,
especially in traditional music contexts.

Other instrument shopkeepers reacted similariu&esh to my request to see invented
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instruments, as they make their money selling mactufed instruments with established
popularities. In these encounters, the name Sa&ijdyram was repeatedly invoked, due to his
famous company in Delhi and his relationship wehawned performers who customize their
instruments. As the summer drew to a close, Izedlthat Jaipur was only a starting point for
my search for the story of the slide-guitar. While role of slide-guitars in Hindustani classical
music certainly had roots in Rajasthan, a muchKkassvn but larger tradition of slide-guitar
playing was based in Kolkata, West Bengal.

Back in Seattle in the fall of 2011, for my Unisgy of Washington coursework, |
committed myself to cultural studies and languam&ses in the South Asian Studies program at
the Jackson School of International Studies. | regghinvolved in the Indian classical music
scene as well, playingbla with Ravi Albright and takingitar lessons with Debi Prasad
Chatterjee. | increasingly recognized that mosnhgfcontacts in the Indian classical music scene
in the United States were Bengali, or spent mudhaif time learning music in Kolkata. This, as
well as the direction my research was taking, cdlegene to switch my language studies at the
University of Washington from Hindi to Bengali. Thelowing summer of 2012 | was living in
Kolkata, studying Bengali at another A.L.I.S. pragy;, and taking lessons with my gurus Debi
Prasad Chatterjee and Arup Chattopadhyay, botthofmshare their time between India and the
United States.

In Kolkata the slide-guitar became a serious mesetpic. The prominence of slide-
guitar in Kolkata first struck me while walking ilwntown streets and searching for records
near the Esplanade station. There, along Lenim&aral Mirza Ghalib road, scattered shops and
street-stands sell old records from a once-thriviRgoressing industry. Hidden amongst
varieties of classical musighazal Hindi film music, Bengali folk song, and Britistnd

American rock, | discovered a wealth of recordingfndian slide-guitarists playing the music
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of Rabindranath Tagore (Rabindra sangegtind of Kazi Nazrul Islam (ddazrul geeli. These
two musical genres are at the heart of Bengalucetboth in West Bengal and in Bangladesh.
Finding these monumental poets interpreted instntiatly on the slide-guitar provided another
clue about the instrument’s importance in Kolkabeantiful musical history. Furthermore, the
slide-guitar seemed to be the only instrumentlithal recordwalas collections that was fit to
convey the melodies linked to the words of theg@nal heroes. As members of my host family
claimed, so integral are Tagore and Nazrul to tigdmtentury Bengali national consciousness
that the average Bengali could mouth the missingis/rom most slide-guitar recordings. The
instrument had become fully integrated into Bengaliure by the 1970s, the average Bengali
household had a slide-guitar, perhaps broken, dustysted, but still representing its
widespread popularity.

Through mytabla guru Arup Chattopadhyay, | sought out Kolkata’ssiriaternationally
known slide-guitarist, Debashish Bhattacharya. Blchtarya had invented a fleet of slide-guitar
instruments and given them names kkaturangui, gandhanandanandi A dazzling player,
inventor and pillar of the music community, he webbk indispensable for understanding the
slide-guitar, as a player or researcher. Aftevagbone conversations, he invited me to meet
him for a formal interview and some lessons, pramyisie would tell me all | needed to know
about slide-guitar. In the interim, | sought ou thstrument around Kolkata but found no
quality instruments for sale. | fooled around witieap Givson knock-offs of theohan veena
in a Lal Bazaar instrument shop, but time was shdt | already had a P&Brothesstar to take
back to the United States.

My Kolkata summer ended at an event featuringtf@ismatic producer andbla
player, Bickram Ghosh. Accompanied by my friena, thilliant youngabla player, Surojato

Roy, we chatted with Kolkata's musical elite, Iistey to them amicably discussing the tensions
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over thetabla player’s role as accompaniment versus lead pedorBebashish Bhattacharya
arrived and reiterated his offer to show me thelavof slide-guitar. A gracious host, Ghosh
gifted me his new greatest-hits compilation andnely produced version of India's national
song, Vande Matarani The latter proved most fruitful for my interestsesides featuring slide-
guitarist Vishwa Mohan Bhatt as the most eminemsgstar, this patriotic remake also became
central to my research. The production of cultnedlonalism and gender identities in India had
a history connected to the slide-guitar in waysuld not have foreseen. Amongst other things,
in the early days of the slide-guitar’s popularitwas primarily women who played the
instrument as a marker of modernity and adulthdéaodordingly, | dedicate a chapter of this
dissertation to this theme of gender politics bseatigoes hand-in-hand with my framing of
Indian modernity and the rise of the Indian slidatay.

The fall of 2013 marked the end of my doctoralrsework, the completion of my
Master's degree in South Asian studies, and a ssitt@resentation of myvande Mataram”
paper at the national Society for Ethnomusicologyference in Indiand&rom there my
fieldwork officially began. | gathered resourceséturn to Delhi to explore the Archives and
Research Center for Ethnomusicology (A.R.C.E.)tanthipur and Kolkata to conduct
interviews, seek out new contacts, and work my intaythe slide-guitar culture in India. By
summer’s end 2014, | returned to Kolkata, agaireutige auspices of A.l.I.S., enrolled in an
advanced Bengali language course, and arrangeddgiawing set of slide-guitar interviews.
Rabindra Bharati University offered their endorsatrand my research was off to a good start.

Chance, luck or kismet has brought me to thisesfjditar research. Rather than by a road
of performance and dedication to the instrumeatrived primarily through social circles,
building friendships and following my intereststire languages, literature, poetry, film, history

and culture of South Asia. My performance backgdbimnguitar,sitar andtabla made the
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transition to the Indian slide-guitar relativelyicky but my technical skills are perhaps less
developed than my appreciation for the instrumeatfsbilities and the struggles its

practitioners have faced in their efforts to proentitemselves and their medium of choice.

Analytical Trajectories, Methodology and Setting

The training and methodological approaches usedgimy preliminary research and
fieldwork reflect ethnomusicology's rich interdisinary background. Balancing musicology
with historical and anthropological methods, mydiat the University of Washington was split
between the School of Music and the Jackson Sabfdoternational Studies—each offering
very different methods of approaching research.

The ethnomusicology program offered guidance imecac writing, visual ethnography,
sound archiving, conducting interviews, and analgznusic using a variety of traditional and
non-traditional forms of theory and notation. Imaional studies promoted an analytical
approach taking data, developing theoretical teotomy and applying it to varying levels of
significance—from a geographical/area studies v@nipto a global comparative orientation, to
a perspective that bridges disciplinary fields.\wirgy from history, political science, and
comparative religion, these methodologies emphdkzanalysis of common sources of data in
historical archives, and the mining of primary nnatle From this training, | was encouraged to
create new structures of understanding, and gusitries and relationships that would open up
debate, within a structuralist orientation. I'verlsexl to balance methodology with reflexivity
and hope my conclusions will be agreeable to impeéespectives.

Building on my diverse performance background, beamed the concept of “bi-

musicality,” (Hood 1960:55-59) which promotes thedy, of different forms of musical
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understanding through participant observation. hiearto play instruments of another culture is
integral aspect of ethnomusicological work asaiceks one socially in the community while also
developing the skills necessary to understandritneacies of the music. While not
overwhelmingly steeped in the classical Westerdiian, it was nevertheless from this musical
background that | drew much of my early experidpefore coming to Hindustani music in my
late teens. By immersing myself in Hindustani dlzedsmusic, | became much better equipped to
discuss matters of performance, technique andyheitinin the system that undergirds much of
the slide-guitar repertoire in India. By showingpegziation for this rich tradition and by
pursuing a personal history of sincere and focssedy, | interacted with a community that was
receptive to a researcher who could appreciate aomamsthetic values. As such, my studies of
tabla andsitar became much more valuable to understanding theudtani slide-guitar than my
knowledge of Western guitar styles and techniques.

The performance of Hindustani classical musihttaditional style typically interacts
with the traditional social structures that supbet genre. Modern world pressures make it
difficult to participate in thguru-shishya paramparéeacher-student tradition) as it is generally
conceived because it requires a much more intessiMy and cohabitation with one's guru, so
that all attention is focused on practicerigaz. Few relinquish other interests and
responsibilities to live in this fashion. Nevertbed, personal lessons and private practice, rather
than a conservatory context for music learning tlaeeprimary methods through which | became
well-versed in Hindustani classical music. For marmnths | lived at the Bhatt residence in
Jaipur, practicing and learnisgar on a daily basis. Most recently, | have studietheguru-
shishyastyle with Debi Prasad Chatterjee, who continodset my guru and lead advisor on
topics of Hindustani classical music, offering msights into questions that have arisen from

my fieldwork experiences.
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Chatterjee’s unique background and superior tegatredentials are worth mentioning,
especially for the emphasis they placed on lineéagee Hindustani tradition. He is one of the
only dedicated students of two legendary playeiishiNBanerjee and Annapurna Devi. Neither
ever took on more than half a dozen students in lifetimes, so it is distinctive to have a
teacher who possesses such a rich repertoire iotthrapositions and techniques. Aside from
being the uncle of Anindo Chatterjee, one of thelé® most respectethbla players, Chatterjee
was also the founder of Rabindra Bharati Univeisitystrumental music program, and his
references have opened countless doors during sepneh.

It is important to note how Chatterjee and | comioated about my goals as a player and
academic. For the past six years he has contintraligmitted the tradition to me as a performer
and instructor, focusing on my ability to artic@atspects of the musical tradition. This has
produced a curriculum that includes a broader rafigeagasand compositions, as well as an
immersion in the tenets of Indian classical mulsenty. Chatterjee’s guidance has been
invaluable for developing my own performance aratheng skills, while simultaneously being
my most effective contact in Kolkata’s Hindustalassical music community.

Language training has been equal in importanceusical understanding in conducting
research in India. In many ways, the study of Hemtti then Bengali in the U.S., and then the
pursuit of intensive programs in India, were thagtatg points for successful research ventures.
Language remains the skeleton key that opens diootisis kind of research. When coupled
with enthusiasm for literature, history and cultutg@rovided crucial access to a social world of
players, luthiers, critics and academics. Commuiuinaskills fostered personal connections,
leading me down unforeseen avenues, off to fruingents, and into a community that
encouraged my participation and research.

For my fieldwork experience, the quality of my sbdife made living abroad, far from
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home and family, a thriving endeavor. Much of mge@ch was done amidst a busy schedule of
morning language courses, visits to instrument slooks, archives and other institutions by
afternoon, then music lessons in the evening andests at night. | navigated the gauntlet of
Kolkata’s public transportation daily, armed witlfieat approaching fluency in Bengali and a few
dozen rupees. Despite a few setbacks, wrong-tantsyespiratory infections, fieldwork
remained a fast-paced activity throughout my timéndia. While | took extensive notes during
interviews, it was either late at night or in theos of traffic when | put most of my reflections
to paper. Many of the questions presented in thisduction and posted to my interviewees
were generated in those daydreams during the Kott@nmute. Kolkata has become my second
home and | have lived with families, friends and goyus in a variety of neighborhoods all over
the city.

During my first trip to Kolkata in 2012, ntgbla guru Arup Chattopadhyay introduced
me to Sanjoy Bandopadhyay, Rabindra Bharati Uniygscurrent director of the instrumental
music program. Having developed a research desidipeoposal focusing on the slide-guitar in
India, | was able to acquire an institutional #&filon at Rabindra Bharati. After a few visits,
including attending a series of master's perforraa@@minations with mgitar guru Debi
Prasad Chatterjee as guest judge, | developedaeartacts in the local slide-guitar
community. This university affiliation helped leigiize my research within the community and
at national archives, and with organizations tlafi@ offer financial support during my
fieldwork experience.

The American Institute of Indian Studies’ Archiveesd Research Center for
Ethnomusicology (A.R.C.E.) also provided valuahlpmort and research material. | spent two
weeks there, searching the newly digitized databBsenewspaper articles, journals and other

commentaries published in India as far back asiteteenth century. Under the guidance of
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Shubha Chaudri, Uma Shankar, and other A.R.C.E s@dined access to dozens of cassettes
and compact discs, and was able to take picturpaakaging and liner notes to add to a growing
catalog of Indian slide-guitar recordings and refiees. Furthermore, | took it upon myself to
digitize and catalog an abundance of newspapquintys about prominent Indian slide-guitarists
and about the traditional instrument making industr

During this research | recorded audio and videdaziens of performances. With
permission from the organizers and artists, | ogiad recordings which were then used in
group listening with friends and teachers. Our alstons during these listening sessions
produced valuable insights that have helped meti@ibunderstand the performance practices
and aesthetics of the Hindustani slide-guitar. Mahmy interviews were recorded in audio
format in order to remember important points inc¢baversation, some of which required
review and translation. | also recorded all of igesguitar lessons with Rhitom Sarkar and
Anup Das Gupta. Our lessons included extensive camemny and some of the compositions
appear later in this dissertation as notated exasrl slide-guitar music.

While in Kolkata | spent many months meeting raegylwith the luthier, Bhaba Sindhu
Biswas, who has become central to understandinglithe-guitar’s evolution in India. With him,
| was able to build an instrument from scratch¢uassing each step of the process, including
details about the materials and assembly. | doctedehese steps with pictures and recorded
our conversations about the construction of myrimsent. Detailed in chapter five, the
organology of the Hindustani slide-guitar provide® of the most fascinating parts of this story,
illuminating how customized and charged with poéitiand spiritual meaning these instruments
have become. Biswas receives one of the longegtdpbical sections in this dissertation since
his is one of the most untold and dramatic starigke Indian slide-guitar world. We

communicated strictly in Bengali, and through hirwas able to reach out to the largest group of
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slide-guitar contacts across India, all of whomeneis clients. With the instrument he made for
me, | was able to take dozens of music lessongarittipate in the slide-guitar community of
Kolkata.

With this ethnographic data and the slide-guitatésy in India slowly crystallizing into
focus, an opportunity to document the social arldigal climate of the slide-guitar playing
community presented itself. In January of 2015 ,Itltgan International Guitar Festival (I.I.G.F.),
the first ever festival dedicated to the Indiadeiguitar, was organized by Debashish
Bhattacharya. The I.I.G.F., located at the Indi@mt€r for Cultural Relations (I.C.C.R.) in
downtown Kolkata, provided a cultural space witiinich to gather data from the largest-ever
congregation of Indian slide-guitar players. Thiperience helped me examine all of my
research questions, and offered me a broad ranggrbns that significantly shaped my own
conclusions about the spirit of this instrumentriBg this festival, | recorded every performance
and participated in all the workshops during thatifal’s five-day span. | also observed two
competitions, one for a classical repertoire amdatier for Bengali light music, twghu
sangeetl spoke with many participants about their baokigids and experiences preparing for
and performing in the competition. The guest judgese pillars of the community for these
genres: they offered insightful commentary andifeong anecdotes about the slide-guitar’s
history in India. The second Indian Internationaiit@r Festival, which | also attended in January
2016, delivered a marked contrast with the firstealing further evidence for the complicated
web of social relations within the community. Bysdgbing the performances, competitions and
workshops of the festival, | offer a picture of #harent state of slide-guitar performance in
India.

Finally, | must briefly discuss the importancesefting for my dissertation fieldwork.

While a larger part of my research was conductd€oilkata, my time in Jaipur was also very
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fruitful. These two locations offer very differgpictures of the life of the Indian side-guitar.
Located in the Western Indian province of Rajastidaipur’s history of classical music is
closely associated with the royal courts of thepRtg. The Bhatt family has lived in Jaipur for
many generations: they first arrived there to aatoyal court musicians. Hindustani music was
supported by royal patronage, creating a circugmghrenowned musicians performed for the
elite classes of Jaipur, Bikaner, Jodhpur, Udagma other powerful kingdoms. Brij Bhushan
Kabra was the very first performer of Hindustarissical music on slide-guitar. His family was
connected to the Jodhpur royal court just as thettBhwas under the patronage of the Jaipur
royal court. Within this classical courtly tradiipHindustani slide-guitar developed in the state
of Rajasthan.

In contrast, Kolkata in West Bengal, has a radyadiliferent history, where royal courts
waned early on during the British colonial peribdthis cultural capitol, the slide-guitar
developed out of light music associated with Beingature. The prominent performers in
Kolkata through the late 1970s primarily interpcetiee music of Rabindranath Tagore and Kazi
Nazrul Islam, and played instruments using techescirawn directly from the Hawaiian style of
slide-guitar. Only in the early 1980s did manylod Kolkata slide-guitarists, inspired by Brij
Bhushan Kabra, begin performing in the Hindustdessical style. As such, the two settings of
my fieldwork in Bengal and Rajasthan, have radycdifferent contexts in which the traditions

have developed.

Each of the forthcoming chapters are dedicatedgdizs that will illuminate the
understanding of the cultural, political, religioasd historical background of the slide-guitar in

India. | have placed a discussion of theory inftrefront of this work to define the terminology
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that populates the rest of the dissertation. Vigvarhistorical understanding of Indian music
genres as essential to the current social lifé@fstide-guitar in India, | have also delved into
issues of colonialism and nationalism because stifyhave an impact on contemporary music
economies. Additionally, by learning about the imtpot figures in slide-guitar history and the
challenges they have faced in championing thetrungent of choice, | believe a clearer picture
of the state of slide-guitar in India can matez@liTheir commentary informs my writing
throughout, and their generosity with musical teghas and repertoire are detailed in later
chapters that focus on the learning, performandepablic consumption of the music.

The first chapter addresses the theoretical argtsvadout the incorporation of new
instruments into traditional genres. | apply WaBenjamin's concept of the “aura” to analyze
the shifting identity of the slide-guitar withinghndian public sphere. Using interview material
from my ethnographic work, | discuss the strategegpted by promoters and performers to re-
brand the instrument as uniquely Indian. | freglyeintvoke Pierre Bourdieu’s concept of
cultural capital since it implies an economy of gatsm that is undeniably employed in
advancing the careers of performers.

The second chapter discusses how musicologicakstidIndia responded to the
extreme changes that British colonialism imposethensocial and economic organization of
musical communities in India, and the types ofyulaje Indians faced. By exploring the way
Indian theorists responded to the call to createisical system that represented the nation, |
detail the development and codification of the sileel genres in India with attention to the
cultural and religious dynamics that helped mold thusical genre. In outlining the political and
social tensions present in the nineteenth cent@stablish a historical and theoretical
foundation upon which to assess the relative ssazefailure of how foreign instruments have

been subsumed into the common parlance of theicdhsystem in India. The histories of the
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violin and harmonium prove fruitful in understanglitine process of vernacularization that
occurred with these instruments in their histortaake and space: that is, during the end of the
colonial period leading up to twentieth centuryapdndence. By comparing the slide-guitar to
these instruments, | seek to understand the inferessure of establishing a cultural and national
identity, and how crucially these influences sheggeinstrument’s acceptance in Indian culture.
Unlike the violin and harmonium which developedithedian identities during colonialism, the
slide-guitar is a decidedly post-colonial developtrend deeply connected to issues of a modern
Indian national identity.

The third chapter focuses on gender issues iindationalism, and by extension, in
Indian music cultures. Patriarchal norms have pmoélly influenced the opportunities for
women to participate in the performing arts. Th&dry and the continuing cultural contentions
over gender roles helps explain how women have heeepted or blocked from performing in
classical, popular, and folk music genres. As tiredtistani slide-guitar has become prominent,
so has the power of conservative Hindu nationalstlogies in Indian politics, shaping the
Indian cultural landscape by challenging liberaispectives of Western modernity. A case study
on the most recent production of the Hindu natisoalg, Yande Matarani will illustrate the
symbolic construction of the Hindu motherland dregparallels between modern conceptions
of gender roles and the performance of selectungnts meant to represent the spirit of a new
Hindu nation—one of them being the Hindustani shjdéar.

The fourth chapter focuses specifically on thedmsof the guitar in India—examining
the initial migration of the guitar into India. Bothe guitar and slide techniques on the
instrument have many competing origin stories intB@dsian, African and Hawaiian traditions,
bolstered by nationalist sentiment. | examine tgosities of genesis mythos and then provide a

backdrop for the many narratives of the rise ofdlige-guitar in India. Beginning with the
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Hawaiian slide-guitar’s surge in popularity in Batidight music and film music, this section
illuminates the many influential performers thagpted and appropriated Hawaiian slide-guitar
to fit into Indian music cultures. Closing this 8en is an examination of the decline of the
Hawaiian style in India due to technological, geienal and socio-political changes across
South Asia.

Chapter five focuses exclusively on the Hindusgidie-guitar, the slide instrument
adapted to perform in the context of Hindustanssikeal music. | highlight the luminary figures
who first broke into the classical genres and disdhe organological and conceptual changes
that accompanied this transition. This chapterfforgs the biography of Bhaba Sindhu Biswas,
the most renowned slide-guitar maker in India. fidlationship to the instrument and to
performers is integral to the larger narrative hrsdaccomplishments merit much more
recognition than he has been given publicly inglde-guitar community. In this chapter, | also
discuss the process of making an instrument, inetudetails about materials, process and the
economy of slide-guitar production. The organolagjgerspective is much more important in
this work than the average musicological study beedhe structure and capabilities of the slide-
guitar are at the crux of its success in Indianimagltures. After detailing the contentious field
of innovators and inventors of new Hindustani slkiitars | address one of the most pressing
issues in the community, the lack of standardireiticthe names of Hindustani slide-guitars,
identified by interviewees as a large reason ferglucity of institutional support for the
instrument and a primary reason for a growing daiftebetween inventors.

Much of the material informing chapter five’'s arg$yof the Hindustani slide-guitar’s
history, construction and performance practiceasvn from lessons and interviews with
members of the community. Appendix A details theeréire of Hindustani classical and

Bengali light music that was taught to me by mgesiguitar gurus. In notating and discussing
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these compositions, | provide descriptive cluethéosound and practice of today’s slide-guitar
musicians in India. | will highlight some of thewaohtages and disadvantages of the mechanics
of slide-guitar playing and offer a new concepuategory, thelide-guitar angthat brings the
techniques of the slide-guitar into the common bvodary of Hindustani classical music
performance. | also outline some of the basicsiofitistani classical music to augment the
glossary of technical terms that are found througltiois dissertation.

Appendix B presents additional biographical materiathe form of small ethnographic
vignettes to describe the challenges some of thre prominent players have faced during the
development and gradual acceptance of the slidewgnilndian music. Drawn from in-person
interviews, these fifteen biographical narrativasédnprofoundly influenced my conclusions
about the life of the Indian slide-guitar. By pneseg their perspectives, | explore and analyze
the complicated social life within the Indian shdeitar community. By discussing each of my
informant's personal histories and accomplishmeémffer extensive ethnographic data with
which to support my theoretical arguments and amalyf the current state of slide-guitar in
India. Additionally, these biographical accounte\pde the context for my discussion of
musicological aspects of slide-guitar playing, itthg technique, musical analysis and tonal
aesthetics.

| close by revisiting my theoretical positions dndreiterating the data to support my
conclusions. Namely, that the slide-guitar’s eviolutin India is a highly symbolic development
that is indicative of cultural and generation shtfiat have established a unique sense of Indian
modernity. The forces of colonialism, Hindu natibsra, and gender politics in India have
powerfully molded the climate in which the perfongiarts operates and perpetuates, affecting
the communities and individuals that have champdhe slide-guitar. Having experienced

growing pains and resistance from conservative cnurtics, the resilience and success of the
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slide-guitar and its performers has made them iateég the global consumption of Indian
music, especially in light of the recent increadechestic and international visibility of the
instrument. | believe this work offers a valuabdieliéion to the understanding of the historical
and social life of the slide-guitar in India thrduthe perspectives of key performers and luthiers
based in Kolkata and Jaipur. In presenting thehdstl and social life of this instrument through
their experiences, stories, and teachings, | alptoee the larger issues of cultural production in
colonial and post-colonial India. Without hesitatid claim the Indian slide-guitar is an
important part of the future of Hindustani clasbkitasic, yet daunting challenges continue to
exist because of social and economic obstacleghhtedten the instrument’s production and
economy. The slide-guitar has emerged promineniitind a time of great historical transition
for Indian culture and has played an indispensaidein bringing classical music to younger

audiences in India, and around the world.
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Chapter 1: Theoretical Framework

The Hindustani slide-guitar’s development raisgsificant theoretical issues of interest
to for ethnomusicologists, historians and culttinglorists. The various incarnations of the Indian
slide-guitar have become prominent only within i thirty years, but the instrument’s
development illuminates new notions of modern Inddentity, not articulated in previous
research, encoded in the structural and symbobtugen of the slide-guitar. While riding a
great wave of cultural change, the slide-guitatiita cultural object in the process of
development, making it an ideal subject of analysigg theoretical terms like
vernacularization, invention, cultural capital, #nera, secularism, nationalism, tradition,
modernity, authenticity, and hybridity.

In a political climate of Hindu dominance, the gmihas become vernacularized, or part
of the common understanding of Indian instrumdmgsoming re-invented structurally and
conceptually to connect with an idealized Hindutp@broughout this process, the new
Hindustani slide-guitar accrues cultural capitalsymbolic value, in being promoted by famous
musicians who have worked to reconstitute an aureeferential symbolism, of both an ancient
tradition and a global modernity within the instremb Post-colonial Hindu nationalism has
shaped the cultural context within which this tfansiation has taken place, challenging secular
notions of the classical genre and promoting aucallthegemony that affects the communities in
which the instrument exists. The individuals | wedkwith in Kolkata and Jaipur have different
aspirations for the future of their instrument, meny have resisted the tide of sanskritization, or
Hindu-centric revisionism, and presented alterregtito the symbolic representation of the
instrument. While the instrument itself is a hylbecigation that mixes Western and Indian

structural designs, a sense of Indian authenti@g/been achieved through the tonal qualities
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and abilities of the instrument to fully participah Hindustani classical music and other genres
of light music in India. The following sections Wixpound the utility of each of the above-
mentioned theoretical terms and apply them to Hestide-guitar has become subsumed into a
broader cultural consciousness.

At the turn of the twenty-first century India exig;miced dramatic changes in its quest to
modernize. With the economic liberalization of #aly 1990’s, India joined other developed
countries as one of the world’s fastest growingneosic powerhouses. During this period, the
Bharatiya Janata Parisha(B.J.P.) and other right-wing Hindu political gpsualso rose to
national prominence, resulting in a broader reactiundamentalist Hindu ideals and powerful
spokespeople for Hindu-centric Indian nationaliteading up to its current Prime Minister,
Narendra Modi, this has been a new golden agemduism, both politically and culturally.

The conservative Hindu dominance of political atdthas influenced Indian historical
consciousness. Revisionist histories have beengetpon the education system and anti-
intellectualism has become rampant in public aradlamic discourse in India (Sen 2005; Thapar
2014; Davies 2005). These revisions, while rhe&diggositioned against the epistemological
damage done by Western historiographies, do theirwork to privilege right-wing Hindu
ideologies. One common strategy focuses on thesgeagSouth Asian cultural objects and
ideas. This nationalist stream of historiography been described as a sanskritization (Srinivas
1952:32) or indigenization (Mahbubani 2008:13These problematic campaigns claim, for
example, that the Indian sub-continent was théplace of the Indo-Aryan language and
culture, or that Islamic cultures did not contrépbsitively to the development of arts and

culture in South Asia. Even fantastic claims hagerbheard by public figures, such as ancient

! Mahbubani discusses the rise of Asia and the retutimdigenous” forms of knowledge and material

production, in essence, the process of decolopizatdbw that Asian countries begin to participatglobal
power politics.
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India pioneered cosmetic surgery (as evidencethé@yanesha mytho$)pr that South Asia had
flying machines as far back as 7000 BCE.

In this sensationalist and nationalist climate,dbéar itself has been assigned Indian
origins based on the linguistic construction froam&krit, where geet is translated as “singing”
or “song”, and tar” is translated as “string”"Given the common roots of the Indo-European
family of languages, this translation may be adeytaut the guitar’s Indian origins are
unsubstantiated. More accurately, the traditioBaifth Asian slide-instruments, inspired by the
possibilities of Western guitar making createdHivedustani slide-guitar, marking its origins in
modern India. In many ways, the ideologies thateod the guitar’s origins resonate with
questions of the origins of Vedic civilization: tieey stem from South Asia or Central Asia?
Western linguistic theories have always placedSaeskritanguage in Central Asia, whereas
claims of new archeological and mythological evickeplace it on the sub-continent. Just as in
this debate of Sanskritic cultural origins (Wit2€l05), nationalist motivations color the way the
Hindustani slide-guitar is presented todesypart of a culture-wide movement to accommodate
Hindu centric ideologies into a modern Indian idkgnt

The ubiquity of new media and technologies emplageretell stories from the Hindu
epics, including th&kamayanand theMahabharata illustrate the development of a new sense
of Indian modernity. Hindu ideals have been propedjavith the goal of redefining Indian-ness

away from the plurality of its past, into a moremobthic sense of religious unity. Such

http://www.theguardian.com/world/2014/oct/28/indiarime-minister-genetic-science-existed-ancientetm
This article criticizes Modi for claims that cosmeeturgery existed in ancient India.
http://www.dawn.com/news/1155886@vritten by Abhaya Srivastava discusses clairas tindu sages
pioneered aviation and algebra.

http://worldmusiccentral.org/2005/10/01/the-indiagin-of-the-guitar/- by Thakur Chakrapani Singh — claims
origins of guitar form and function came from thei@nt kacchapi veena. This origins claim is oftepeated

in the Indian slide-guitar community.

®  Dhavalikar, M. K. "ARCHAEOLOGY OF THE ARYANS.Annals of the Bhandarkar Oriental Research
Institute87 (2006): 1-37. http://lwww.jstor.org/stable/41693.This article presents the debate clearly as one
between linguistics and archeology, coming to achmion based off of new archeological evidence tha
continues to be debated.
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consolidation seems anathema to the way Hindu stylloical thought has been presented
traditionally as flexible and nominally liberalThe modern and consolidated idea of big-tent
Hinduism now dominates in the Indian cultural lacagse, yet it has been a long process that
began during the British colonial period (specifican the nineteenth century) with the
rejuvenated interest in India's Sanskritic pasnt@wversially, colonial historians have depended
upon Brahmin authorities to create Indian histaiapipy. This collaboration has propelled India's
post-colonial identity towards a conservative Higduntric retelling of history, largely through
mythology and the erasure of minority voices. Snafratives have been positioned historically
against the West and against Hinduism’s foil, Isl&imese trajectories of consolidation,
glorification and modernization, following Indiaise in the global economy, have surfaced in
all aspects of Indian popular culture, promoting tbconstruction of a Hindu-centric South Asia.
Through the lens of the slide-guitar we can betteterstand this pivotal era in Indian political
history because the conceptual and physical ewolwf the slide-guitar in India has paralleled

these developments.

The Vernacularization of Foreign Instruments

To develop a theory applicable to other contex¢ésgue that instead of sanskritization—
which perpetuates the notion of Hindu dominance stide-guitar has undergone a
vernacularization within South Asian cultures, megrihe object has become known across

cultural groups irrespective of religious assooiasi. This instrument has become an

http://swarajyamag.com/culture/the-logic-of-hindniswritten by Sanjeev Sanyal — discusses the system
logic and flexibility of Hindu philosophical thougtracing back to Vedismriti andsruti, or “remembered” and
“heard” scriptures, the latter being canonical eadsidered divine in origin and unchangeable, thmér

being human in origin and by that token, mallealféh the fallibility of smriti at the core of the logic of
Hinduism’s flexibility, Sanyal argues that the ethaf hard-line Hindu conservatism may be detrimeotés
longevity.
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indispensable tool for expressing a diverse arfayburally distinct forms of music, yet its
identity has been cloaked in language that conriketsbject to a variety of cultural traditions.
Ranging from Bengali popular song in both India &aghgladesh, to becoming an increasingly
common instrument for performing Hindustani clagkiausic, the slide-guitar can best be
understood by removing it from a Hindu-centric pigan. By using terminology borrowed from

a linguistic paradigm, it will be easier to outlitiee process of how this instrument has been
absorbed into new cultural contexts by virtue & thany names that have been bestowed on the
rich variety of modified slide-guitars.

Specifically, | utilize the term vernacularizatitmdescribe how foreign concepts or
objects become redefined and commonly understoadjimen society. For example, the uses of
some English words in modern Hindi are so ubiqutthat they are considered part of the
vernacular and local speech patterns. Words sutibkag” have traveled around the world,
becoming vernacularized in hundreds of languages &xpression of affirmation. Many foods
also attain this status, such as the Indian Chidis$es served across South Asia and in South
Asian diasporas, which includekkanoodles andnanchuriansauce. Compared to these two
examples of vernacularization, however, many vessaf the slide-guitar have been stripped of
their foreign identity, acquiring new names andigisornamentations that place it firmly into
traditional musical contexts. While the Hindustslnie-guitar is still traced to origins in
Hawaiian music, other narratives have emerged, toating the lineage and obscuring its
identity so as to more effectively enter into mai@am Indian culture.

Adaptation is far too simplistic to encompass tbmpeting and disparate trajectories that
the slide-guitar has taken in its evolution throdigfferent genres, cultures and identifications. A
broader notion of the general recognition of sligétars across cultural groups and genres is a

more effective view, considering the numerous néswiities for the instrument have spread
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throughout South Asia. Localization also falls $hi@cause the instrument has not only become
known in Indian localities, it has been cataputtedlobal recognition as a Hindustani classical
instrument while also appearing in light music, Balnpoetic genres, rock and roll, and fusion
genres.

Rather than vernacularization, | also considelnedcbncept of indigenization. But in the
context of Indian culture, the genres of musicéXxamining are far removed from indigenous
music traditions. Classical music, film music, dhd Bengali poet genres are all products of
modern South Asian history, whereas the term indige is more commonly associated with
tribal groups, or ethnic cultural roots far predgtthe modern conception of traditional Indian
culture. India's diverse history and multi-layesthnic, cultural and spiritual demographics
make it difficult to claim something as native, esjally given the contention over Vedic cultural
origins. It has become a common trend to clainctmesolidated contemporary Hinduism as
indigenous, effectively erasing ethnicities andlitians that don't fit in the big tent. In contrast
the concept of vernacularization allows us to awigagement with Hindu ideologues on
historical issues and avoid damage to our undedstgrof minority communities.

In viewing the slide-guitar’s vernacularizationarihdian music cultures, numerous
questions arise, including: What people are invivethe vernacularization of an instrument
into the broader cultural understanding? What la@esymbolic and conceptual changes that
allow an instrument to be accepted into an Indidtucal tradition like Hindustani classical
music? How does an instrument’s evolution intevéth the political climate and what social
factors influence the success or failure of arrimsent's vernacularization? How does the
instrument’s image, sound and function contriboté becoming fully Indian and part of
common parlance? While these questions will helpngerstand the process of

vernacularization, they can be asked of any oljaositioning from one cultural context to
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another.

Furthermore, in laying out the path to acceptaatiggr issues will inevitably arise. We can
ask what role new instruments have in bridgingiti@eal and modern aspects of culture and
whether finding a niche that balances the pasffatode is crucial for success. The performer’s
role is also important in the process. Fame andrigy focus a spotlight not only on the
performer’s qualities and abilities, but also oe ihstrument of choice. Luthiers play a central
role as well in the vernacularization process ay the for dominance in structural design, style,
sonic quality, patrons, and material resourcesleadiso working to appeal to local and global
guitar aesthetics. Who, of these individuals, cleedhe new name for the instrument also is an
important question, leading to controversies alrtetlectual property that have created clear
divisions over the right to construct certain madel

To give structure and process to the theoreticdetstanding of the vernacularization of
a new instrument into a traditional genre | propibsee distinct steps. First, regardless of
origins, the instrument must be structurally reeinted, even superficially with accentuations of
local cultural origin. For this step, we must aza&yot only developments in form and function,
but the claims on invention and the political reqessions involved in taking ownership of these
changes. Second, the instrument's symbolism mugtdoastituted. That is, it must be imbued
with cultural capital and authenticity by its ugeerformers accomplish this by championing an
instrument as their chosen medium within traditlanasic contexts, enough so that it has a
chance to be considered legitimate and not jushanmovelty. For the symbolic qualities of an
instrument to be stripped away and reconstitutedust be visible and functional in the new
cultural context. Third, the instrument must unaesgcial and political interactions with
audiences, and analysis by theorists and critibg;wallows the instrument’s possible

acceptance as a viable medium within a traditigeake. The success of this last step can be
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observed when the instrument becomes incorporatedationalist musical productions, into

traditional music competitions, and into standagdizurriculums in educational institutions.

Novelty, Invention and Innovation

The significance of this study also lies in its tdrutions to how we understand the value
of novelty, invention and innovation, bound uphe drive for creating a modern identity.
Quialities of newness emerge in the way slide-gpiéaformers discuss the instrument’s creation
and conceptualization. Inventors become part ofribdernity narrative by bringing their own
talents to bear on cultural products. Beyond sgffrandizing, which is clearly present in many
of these contexts, the traits of ingenuity and vatmn mark the careers of the most famous
Indian slide-guitarists. Their ability to creat@eew design for the slide-guitar, rename it, and
perform successfully on the instrument is a raséohical circumstance when considering how
often new instruments don’t survive the first geien. Now multiple generations into the
history of the Hindustani slide-guitar, new playeositinually attempt to recreate the instrument,
in essence, participating in a community alreadytted on innovation.

All Indian classical music performers must confrirgse notions of newness, based on
the musical foundations of the Hindustani classiegire. Specifically, the classical music of
North India, especially the genreldfyal which was codified during India’s medieval period
under Mughal rule, has by and large been structoneidhprovisational elaborations of very
small compositiondn performance, at least ninety percent of a ctassioncert emerges on the
spot, with performers expressing themselves withéntonal and rhythmic framework ga
andtala. Structured this wakhyal—which is loosely translated as “opinion,” relies o

innovation, which is paramount to a successfulgrerénce. Like musical talent, the creation



42

and subsequent success of instruments like the-glidar is understood through the rubric of
newness, with traditional aesthetic taste, in atalm classical music setting.

Adhering to a lineage and a purity of expressiothefaesthetics of one’s tradition
provides the highest market value in Hindustarssitzal music. Inspiration derived from
devotion and piety also has increased value in tHcehtric communities that prize a view of
Indian tradition as steeped in a Hindu past. Thesbtional values aren't necessarily attractive
to younger generations, however, who don’t seeviation or newness in the context of classical
music. Indian classical music, much like the Westdassical music, faces a crisis of relevance
in younger generations. The average Indian mididsschousehold focuses more on raising
children with economically successful futures ia tlelds of medicine, engineering or legal
studies. The arts have waned considerably as &wabeer path and younger generations have
unfettered access to a global marketplace of digiedia. Older traditional music is relegated by
youngsters to the tastes of grandparents, and mg@eres like rock, hip-hop and electronica
are on the rise. The decline of classical musavidenced materially by decreased patronage,
fewer students to pass on the tradition, and area&sing irrelevance in popular culture. Many
Indian classical performers lament this generatishit openly, searching outside India for
performance opportunities, based on an increaseckest in Europe, the Americas, and the South
Pacific. Often this patronage comes from Indian communitiediaspora, who view classical
music as essential for remaining connected to #thitic and cultural roofsSUnfortunately, this
drive may not be as strong in the home countrycliortents an overall decline in the classical
genre within India.

The audiences for popular and classical music geamezgrowing apart in India, yet the

slide-guitar seems to keep a foot in each campusecaf its connection to light music, folk

Personal communication with slide-guitibla, andsitar players looking for opportunities abroad.

8 Personal communication with Indian communities éatfle, San Diego and the Bay Area.
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music, Hawaiian music and the Western traditiosliole-guitar. While many other Hindustani
classical musical instruments are more popularslide-guitar serves as an appropriate medium
for both modern and traditional music, having proitself viable across genres. By appealing
equally to groups seeking out newness or the toedik, the Hindustani slide-guitar is one of the
only instruments accepted in classical music thanithe rise because of its newness. The
international recognition of the instrument hastdbated to this development, especially since
the most recent Indian musicians to be recognizéteaGrammy awards have been slide-
guitarists. Other Indian players have used theunstnt to connect with global slide-traditions
around the world. Innovation, in the form of newtmiments and new techniques, must be
considered a relevant factor in keeping Hindustausic alive and well in the twenty-first

century.

Cultural Capital and the Slide-Guitar

The development of the slide-guitar in parallahathanges in Indian culture can be
better understood through terminology from cultanglory. For example, Pierre Bourdieu’s
(1993) concept ofultural capitalhelps us recognize how the use of symbolism frorarement
tradition has been promoted to advance the cacéstgle-guitarists. Drawn from an economic
model, cultural capital refers to social (ratharttinancial) assets, which promote upward
social mobility, and by extension, economic gairtte following elements of cultural capital
have been imbued into the slide-guitar by virtuéo¥isual and sonic aesthetics.

Visually, the slide-guitar has acquired many of shdistic elements of traditional Indian
classical instruments, most noticeably in the datdee carvings that accent the body of the

guitar. Specialists, who design patterns on otfaglitional instruments like thstar, sarodand
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veena often craft the slide-guitar’s detailed ornaméntark. While few slide-guitars have aged
more than twenty years, the traditional designstaddhat Bourdieu callebjectifiedcultural
capital, which is derived from symbolically convegithe value of the instrument. To reference a
cosmological connection to the centrality of soumthe Vedic tradition, Indian classical
instruments are also often adorned with ancientsysiike theOhm 3. Such symbols add

value, especially in a tradition that generallyanety instruments as sacred, treating them with
utmost respect. Since only a few decades agoitteglitar resembled a typical Western guitar
with raised strings, this sense of visual culteegital in an Indian context has been a recent
addition.

Sonically, the slide-guitar has acquired a newcstme with many additional strings that
offer a timbral quality reminiscent of other tradital Indian classical instruments. This produces
a shimmering sound through sympathetic stringsrésinate when striking the main strings.
Globally, this sound is recognized as Indian, altffoin the West it has also associated with
“other worldliness” and psychedelia from its eatdys of popularity in the late 1960s American
counterculture. The system of slide-guitar playwgich includes a slide implement and finger
picks, allows the player to closely mimic melodmufishes that reference traditional Indian
classical aesthetics.

In Bourdieu’s terms, this sonic capital and thealmdary associated with playing Indian
music on the slide-guitar parallels the idedirgjuistic capital As a mastery of a medium of
communication, linguistic capital constitutes agygembodied cultural capitahat
accompanies the skills acquired through extensaigihg and socialization. While a fuller
explanation of the traditional pedagogical systg@mpears in Appendix A, the social aspect of
training in the Hindustani classical tradition cahhe stressed enough. Analogous to the

communicative skills referred to by linguistic cahi | propose the idea pkerformative capital
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as terminology more appropriate to the skills ieal in music, dance and other public ritual
behavior.

Symbolically, the Hindustani slide-guitar represetiie intersection of Indian innovation
and Indian traditional music standards, obscurimgfareignness by taking on Indic visuals,
sonic signatures, and also Sanskritic names. A gegation of names gives a sense that each
slide-guitar player is performing on an exclusinstiument, thereby enhancing their own
uniqueness. No such competition occurs amongst otsieuments in the classical genres.
Rather than competing solely on their performaneetyslide-guitarists combine elements of
style, playing technique and personality with tleginceptions of their customized instrument
models. It is a modern way of marketing Indian sieal music, which emphasizes individuals
who entangle their unique identities with theirque instruments.

Devotees of great slide-guitar personalities haarpgtuated some of these custom-
designed instrument models, establishing a lin@agecreating veritable schoolsgitaranas.

By dividing the competitive fielehto large factions, the senior performers augntiegit social
mobility within and against two broadly divergemnemunities. A social division has occurred in
the slide-guitar community, stemming from the difig skill sets that have developed as a result
of radically incompatible playing techniques, deddrom different string configurations.

Competition in the Hindustani slide-guitar commurgén be rather intense. Limited to
only two schools, far fewer performance opportesitare available between them compared to
other classical instruments. Marketing thus becomesicial aspect of maintaining a slide-
guitarist’'s performance career. Renaming slideagsito reference traditional rather than modern
or foreign identifications is a strategic move &rger more attention, even though the instrument
is just a modified slide-guitar. These names inelttlbmohan veena, siddha veena, saraswati

veena, satvik veena, anandi, chaturangui, gandhaeamsa veenand many others whose
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details will emerge in the biographical sketchetheir inventors. Comprising only slight
variations, their invention, contrary to the divingpiration claimed by some performers, can
actually be traced back to a single luthier in Kabés addressed in detail in chapter five. Yet by
erasing the maker’s influence, especially in thiligls understanding of the instrument’s
origins, performers tap into a spiritual and trexdtil dimension as a promotional tactic. The
renaming of the Hindustani slide-guitar has bedreenxely beneficial for performers, but
perhaps less so for the slide-guitar’s acceptamtcetihe mainstream. This is debatable, as one
might claim that the reason for the slide-guitatiecess is the obfuscation of its foreignness.
Nevertheless, at this point in the instrument’sdmig the slide-guitar’'s numerous fancy monikers
are a barrier to standardization, which is ideadifas a great problem amongst many of my
interviewees.

The image and sound of the Hindustani slide-gsitaunmerous forms express a symbolic
capital both new and old. The instrument’s formwdianeously invokes a Western, modern
currency (which has historically held great valgeart of the fetishization of the colonizer) and
an Indian traditional value through its modificaiso Analogously, the instrument’s sound has
changed, where indigenous musical aesthetics entfexmegh slide techniques historically
present for millennia in other instruments suclhawvichitra veenaand thegottuvadhyam
Regardless of origins, contemporary practition@gehcontributed most to increasing the Indian
slide-guitar’s cultural capital, elevating it thigiuperformances in genres of traditional South
Asian music and international fusion, jazz and @onusic categories. THieldswhere this
capital has value have effectively stretched tdglaimensions, overlapping from the local to
the international. The cultural capital held bylaypr typically expands through rather intangible
representations, evaluated by consumers basedwress, authenticity, perceived skills, and

subjective assessments such as tunefulness andatitysi
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Slide-Guitar and the “Aura”

Walter Benjamin’s notion of theura can also help us understand the cultural and
symbolic capital relevant to the Indian slide-gugavolution. Aura refers to the value attributed
to an object or person derived from a sense ofeatittity, modified by the spatial and temporal
distance from the perceived origins. Thus, the @aica@nstituted of subjective qualities that
connect with broader notions of tradition or modkgrrit can be reconstituted in an object via
symbolic associations with a time period or evenholpgical era, filtered through a
contemporary understanding that imagines an idslast or future. The essence of something
that references another time, the aura createsodgtwith the present.

To use an example from Indian pop music competticonsider the efforts contestants
make to exactly replicate the range, tonal qualitgt expression of the legendary Bollywood
playback singer Lata Mangeshkar. Across most catigres like Indian Idol, Sa Re Ga Ma Pa,
andSing Dil Sethe ideal vocal style for women has consistelodign an emulation of
Mangeshkar’s resonant soprano, which has beernréehitu over twenty-seven thousand
recordings since the 1940’s. Her voice is consil@arbenchmark in Bollywood song and to
reference her in one’s own style is tantamounbtmecting to an idealized, classical era in
playback singing. Singers capable of achievingitteal, reconstitute the aura of this time in
their own performance repertoire. The aura, whilglaned by Benjamin using visual
symbolism, easily transfers to sound productioeating a reference to another time and place,
and generating the value of nostalgia.

As in the Lata Mangeshkar example, sound conssitah aura based on timbres,
melodies and rhythms. Timbres that evoke tradipimvide powerful sonic cues, appropriate for

classical music performance. For example, addingpsyhetic strings to a guitar increases tonal
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sustain, elevating it from a light music instrumema classical instrument. Melodies and

rhythms can enhance the aura when they’re passed idathe form of compositions, which to a
knowledgeable audience can reference the pasteuandlgreat composers and players. Just as
mass media and technology can reactivate the &umgtbological stories, each new incarnation
of slide-guitar, from thenohan veenahesatvik veenahe chaturangi,to thehansa veenagtc.

has the power to reactivate the aura of an antéidn instrument. The invention of new
instruments with characteristically traditional ads breaks down the temporal distance between
tradition and modernity.

The aura concept can be easily applied to the Hiadu slide-guitar where connections
to a traditional past have been achieved throughrnstrument’s visual and sonic modifications.
Both classical antiquity and a more localized mgtaf film music and Bengali song are
referenced through the style and sound of slidéagpiaying. At the same time, the slide-guitar
also projects an aura of modern innovation, ref@rgna globalized world were instruments and
musical ideas travel across cultural boundariesciMike cultural capital, an aura’s strength is
enhanced through interaction with audiences, wb@inect the object to the past, the future, or
in the case of the Hindustani slide-guitar, both.

The aura can also be applied to performers andltdualities, perhaps best described
with a topographic metaphor. Here, the developroéatperformer's personal aura allows them
to rise in prominence as a symbolic culture-bedreis altitude can then be compared
geographically to the other epicenters of Indidakeshuitar. For our purposes here, | will limit
my analysis to the geographical spread betweetwihenost prominent areas of Indian slide-
guitar history, Rajasthan and West Bengal. Adoptimegaura as a theoretical device allows the
observer to consider the fierce competition betwsayers in broader and often overlapping

fields of Indian classical music and popular softge topographic metaphor creates peaks and
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valleys between players and their locales, spgtiafpresenting the more prominent players and
their particular traditions, while also illustragithe schism it produces in social life. The claser
performer is to either epicenter of slide-guithe stronger their aura and sense of lineage can be.
Those performers with the strongest aura haveedtdffteir identities interlaced with their

guitars, using the instrument and their skillsdarmect with a broader cultural Indian-ness. With
cultural nationalism in India having such high ey in the performing arts world, the

adoption of national and religious signifiers cdnites to the rise of the slide-guitar’s cultural
capital, accomplished by reconstituting an aurbndian tradition that is increasingly mapped

onto the instrument.

The aura effectively encapsulates the relationsbbtpreen history or mythology, and the
symbolic power of invention. In his analysis ofuas representations, Benjamin (1996),
emphasizes the power of images to represent syodssociations, particularly of modernity.
Modernity is understood as part of late-capitatisblogy that promotes consumption of symbols
and objects that are seen as novel. An originaatigjdistance from the consumer imbues it
with a sense of reverence, or “magic” that is &otion of an increase in symbolic capital. For
example, the older an instrument seems, the mduabia it might seem in the eyes of the
consumer. The quality of ancient, yet new, in #edm of Indian slide-guitar replicates itself
with each new incarnation, becoming further legitia by public consumption. The original
mohan veenhecomes more valuable as new generations of plagrsduce it and join the
lineage. In parallel, performers become more wiséid famous when they promote traditional
values that are popular in the public sphere. & sHindu-centric politics quickly becomes an
ally of any performer willing to carry the torch wadition, despite the actual newness of their
medium of expression.

Benjamin's theorizing of the aura also implieg tearoductions have an eroded value
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because of a lack of authenticity. Yet, as newretdgy and production standards are used to
recreate traditional objects, value can be renelgadjng originals to keep currency through
notions of nostalgia or retro. New reproductions ‘tacode' the aura through a union of those
magical, spiritual qualities that represent cultigantity, and technology's power to re-interpret
and re-represent. This recoding occurs with theedgljuitar as recent modifications to the
instrument’s structure and sound connect it toitiathl Indian aesthetics. Applying the aura’s
reconstitution function to the highly modern, teglugical, and deeply spiritual representations
in Hindu nationalist media, Sandeep Dasgupta wtitas
The reactivation of the aura of the work of artriass-mediated society is not the same
aura as in antiquity or the classical age. Howees,dimension is reinvigorated not by
its proximity to a fixed time and place but ratlerits relationship to the particular
power relations within which it is re-embeddedslin the reception of an artwork that
the aura can be reactivated, as a result of thieplar symbolic meanings that accrue to
it and that are related to its subject matter éhode of presentation at a specific
historical moment. (Dasgupta 2006:256)
Dasgupta emphasizes the power structures that te@ti&reactivation the aura, elevating them
in public discourse and giving the object or indival where the aura is reconstituted additional
symbolic capital. Analogously, the Hindustani siglgtar, especially in the form of tmohan
veena achieves a similar reactivation by mapping satislaymbolism onto the object, resulting
in the legitimization by Hindu dominant popularttue and politics. Amongst elites that
safeguard the boundaries of the Indian classicalege themohan veengaepresents an unbroken
continuity with ancient slide-instruments of thespeather than the Western guitar. Additionally,
mohan veen@ventor, Vishwa Mohan Bhatt, has had increasingractions with political elites,
including Prime Minister Narendra Modi, broadcagtiheir friendship through photos on social
media. Groups in power mediate the promotion andp#on of revamped symbolism,

establishing a connection to an idealized pastighadlitically and financially salient in the

present. Arbiters of popularity include individualsd institutions that operate local and global
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exchanges from word of mouth to satellite televisiwwhere different signifiers like the
traditional, or the modern, are given differentued depending on the field of cultural
production. Classical music, as a field of cultymadduction, rarely experiences innovations
because any new medium for the music must conpgiroariate structural, sonic and symbolic
qualities. Innovations like the Hindustani slidetguhave been recognized because of
successful alterations that references traditionains, thereby augmenting its economic and
spiritual value.

Another function of newness and reinvigorationaotruing cultural capital and
augmenting the aura, can be found in the musitfsigeand orchestration. Fusion music, within
which the Hindustani slide-guitar has receivedtalglobal accolades, is an example of how
cosmopolitanism, global exchange, or universaliamlze imprinted onto sound. In fusion, the
mixing of traditional musical ideas becomes a modaerdeavor, distinguishing itself from world
music labels by suggesting the creation of somgthaw in intercultural exchange. While
exchange is inherent in the original conceptiowofld music categories created in the 1990s,
much criticism has arisen that charges this gemtte neconfiguring traditional music for modern
consumption (Taylor 2012). The result is more oearphasis on consumer trends and
folkloricization in world music compared to the poseful experimentation and collaboration
that defines fusion. The fine differences betwaesion and world music notwithstanding, these
genres provide new settings where the Hindustate-gjuitar has excelled, embodying the sense
of global cultural exchange and traditionalism withcompromise.

The authenticity imparted on new Hindustani slidéags by players, critics and audiences
relies in part on how effectively it operates ie ttlassical genre, whose structure is overtly
connected to national Indian identity. The riséhaf slide-guitar in light music genres is less

evident despite its popularity since the 1940sht.igusic genres dkabindra sangeetnd
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Nazrul geetstrongly reflect Bengali cultural identity, evokiagconnection to the land, a rich
cultural and literary history, and the nationafigivement. The sound of the slide in these genres
creates such a strong connection with lyrics feralierage middle-aged Bengali that the timbre
itself has been referred to as nostalgic. Lightimissappreciated, not for its innovation, but for
its ability to replicate tunes that connect witheay distinct sense of Bengali identity and
historical timeframe.

The various musical genres in which the Indianestiditar has appeared connect with
different streams of representation and culturplte& The aura is a helpful term to better
understand how and why value fluctuates in ead¢hexfe contexts. Power, technology,
innovation and nostalgia all affect the aura obarsl, object or person. Without losing sight of
the slide-guitar’s story in this complicated weltlodoretical terms, | seek to emphasize the
players, the audience, and the instrument makex$l Bssponsible for enhancing the aura, and
by extension the value of the slide-guitar in tdgl@jassical, fusion/world, and light music

genres.

Indian Secularism and the Political Aspects of Spituality in Music

Symbolic value is dictated by cultural norms, amdhidia, the current political climate is
experiencing a crisis of identity between spiritaatl secular forces in modern politics. Through
independence-era leaders such as Jawaharlal Nkarsgcular and socialist ideals promoted by
the sovereignty movement pushed Indian politicsatols a widespread inclusion of minority
religious, ethnic, and tribal groups. Today’s stoftvards Hindu nationalist dominance of the
political sphere is a reaction to these seculacigsl, as well as a reaction to the corruption of

the central government during the end of the tveginttentury. As secular politics have been
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voted out of office, so have secular policies bedied back to privilege the Hindu majority. As
Romila Thapar recently notédsensorship and bans on certain foods and clothjrthe Hindu
right threaten the inclusive social vision of Indieevolutionaries. Provoked by hard-line Hindu
groups who see secularism as a threat to theuraliind political hegemony, online forums,
print and digital media sources overflow with @iim of secular policies and protections for
ethnic and religious minority groups. The curreninihant political party, the B.J.P., has been
criticized for not doing more to condemn Hindu fangentalist violence, commonly referred to
as the “saffron terror,” creating a troubling deyhent that has targeted marginalized
communities including women, the lower-castes, agiterents on non-Hindu spiritualties in
India.

Secularism has given way to majority politics sleaipg the conflict between communal
identities, yet India’s unique secularism doesrijileitly exclude religion or spirituality from
the government. As with Hindustani classical masiwith the design of the Indian state, a
spiritually positive form of secularism—blendingetmodern and the traditional—can be
considered pro-deist. It is thus, fundamentalisvag that challenges the balance of Indian
secularism rather than any expression of persgmatuslity amongst government officials.
Despite the general sanctioning of spiritual betiathe perception remains amongst
conservative and right wing ideologues, that theegoament routinely works to disenfranchise
their political power.

The construction and development of India’s sead#ion doesn't fit the theoretical mold
of the development of the public sphere in cagtalations. As Charles Taylor (2007) has

suggested, changes in belief and unbelief occtivdrprocess of secularization, leading

®  http://scroll.in/article/763263/romila-thapar-bedesnyone-can-debate-the-sangh-it-has-to-stop-adpitsin
opponents this article explores Thapar’s observationsheftising Hindu-centric censorship filtering into
popular culture and academia.
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inevitably towards rationalism. He focuses on thatéstant-Catholic schism of the 1500s as the
impetus for secularizing philosophies that resist¢hurch’s central authority. In Latin Christian
societies, secularization produced not only a deadf public religious activity but also a shift in
religious thought and practice to accommodate sitierationalism and competing religious
practices. Taylor’s ideas fall in line with Jurgdabermas' (2009) linear sense of the modern
bourgeois public sphere, which sees a transitiom fieudalism to modern capitalism through
the development of public spaces where ideas areested and promoted through rigorous
debate. The religious and non-religious take on m@&nings, and depending on the social and
power dynamics within these communities, spiritydinds new places in which to operate.

As the creation of the public sphere and seculln@iseems predicated on the fall of a
corrupt central power in Taylor’s constructiontics have noted that the secularization process
does not occur in a vacuum. As Saba Mahmood (2838012as observed, secularism’s historical
trajectory cannot be understood apart from the &vavorld's interaction with the “other,” as
Christian ideas were shaped by their positionirajre alternative forms of belief. By the same
token, we can consider India’s secularism as gi&vating in dialogue with domestic and
international influences. Talal Asad (1993) urgsgauview religions as engaging in dialectic
over competing claims of truth. Indian secularigokis outside of its cultural boundaries into a
globalized modernity for this sense of truth, bernally, religion has always been given full
public sanction. This may have been a weaknedgidesign of the Indian state, since
demaocratic politics have given way to Hindu domiceaand resistance to secular intentions.

Indian classical and national music have followeitl sy emphasizing religion’s centrality
in Indian culture, although not without controverspn-Hindu musicians experienced
discrimination and violence when attempting to iggrate in supposedly secular genres, like

Hindustani classical music. Even subtly, the tiaddl rituals and invocations associated with
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classical music performances are Hindu-coded psesgsvhich non-Hindus have had to accept
to succeed in their careers.

India's musical presence in a global marketplacarely connected to secularism. The
marketing strategy of Indian music has always ersizked devotion, spirituality and
transcendence. The structure and philosophy bgferfdrmingragas are overtly spiritual; it
occupies the forefront regardless of the perfosretigion. If Hindustani classical music has
been secularized to allow all religious persuastorarticipate (Bakhle 2008), it nevertheless
remains, like the secular Indian state, Hindu ndinrealn contrast with Taylor’s analysis, the
conditions of belief present in Indian culture ha¢ waned, but rather are growing, despite the
veneer of secular government since independeneel'$\dialectic between religious culture and
the government also holds true, as contentionsirerfia example, over scientific discoveries in
the Indian public sphere which work to contradicstérn narratives about culture, religion and
ancestry. While making positive strides towardgmihg Indian identity, the campaigns of
intellectual de-colonization are acted out in thelc sphere, sometimes riding the popularity of
political opportunism. Alterations to the structamed economy of the performing arts are
potentially byproducts of personal goals, justifiedier the banner of nationalism. Regardless,
objects and performances with spiritual connotaticontinue to exist in public space where
their value is subject to judgments of traditiogadj morality and Indian-ness.

Even within the slide-guitar community we find Hirdormative rituals enshrined in the
structure of performance, a fact not lost on théopeers | interviewed, who recounted
numerous confrontations when interacting with aseowative audience. Understanding the form
of conservatism that inspires the criticism of slglitarists can be confusing, especially since
Indian cultural values and religion are so clogetgrtwined. Are negative reactions coming

from culturally conservative sentiments, or fromiséance to non-pious performance practices,
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or perhaps from Western influences blamed for lide-guitar’s adoption into classical music?
Some reject the slide-guitar as an Indian instrumgat with its modifications and conceptual
vernacularization, the Hindustani slide-guitar cbnbt have existed anywhere but in India.
Compared to the Hindu-normative secularization ¢icaurs within India, the
secularization in the global music markets—whidtuience India's cosmopolitan middle
class—allows for a more universalisttguna deism to hold a place of high valiirguna
deism expresses the divine as existing without featonalizing religious symbols and
signifiers as human translations of the same ibéfdivinity. The popularity of spiritual
bricolage taps into this sense of spiritual unigkss, providing a useful marketing tool since
culturally specific symbols act as authenticity keas, yet their indiscriminate mixing promotes
inclusiveness. In his exploration of Sufi Rock,d?éflanuel (2008) demonstrates how the
popularity of universalist theology in music hagrsicketed in the Hindu middle class.
Similarly, when slide-guitarists invoke Saraswtte goddess of knowledge and music, it
provides them with two forms of symbolic capitaheve Hindu symbolism is valued, and where
deist markers of piety, reverence and devotiorpaeed, that is, in the global marketplace.
Slide-guitarists must contend with these issuasiesiones explicitly aligning themselves with
religious or cultural identifications, and sometsrscularizing their performances and public

personas, often both when the situation demands.

Nationalism, Tradition and Modernity

Contemporary Indian nationalism necessarily derivem the colonial experience. To
provide a context for examining (in the next chagpts role in Indian music, it is important to

outline some theoretical issues concerning natismalThroughout my ethnomusicology
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training and studies of South Asian culture, nal@m has been a major theoretical topic. We

can understand the creation of national identitthagorocess of creating boundaries between the

self and other. As Edward Said has show®@iientalism(1979),the West has been defined in
contrast to the East, and observations about tier generally reflect one’s own subjective lens.
Thus is the case in examining India, which is wthynegraphic data is so important to

understanding the local, native,@mnicperspective.

In Imaginary Communitie§l983), Benedict Anderson argues that nationaltities
emerge from a public imagination of unity accordiagultural, geographic or ideological
boundaries. Anderson emphasizes the imagined gsadit nationhood, which the media
efficiently project and central governing bodiggoriously reinforce. When forming a national
identity in response to a colonial encounter, podbnial nations like India often imagine an
idealized time of sovereignty and equitable selfegoance. While not necessarily historically
true, the pre-colonial past always appears morealjg to groups struggling for self-

determination.

Groups with nationalist mentalities can also digphternal power dynamics,
complicating Anderson’s analysis and perhaps mattiegn too simplistic for real-world
situations. In response, in his examination ofdbiestruction of anti-colonial nationalism, Partha
Chatterjee (1993:6) asks: “who is doing the imaggf?’ Chatterjee describes a bifurcated Indian
nationalism, divided into sensesioher andouter. Theinner consists of the spiritual, local
representations of traditional culture while theerconsists of material, global, modern, and
technological representations. India's seculaongpiays a balancing act between these two
streams, allowing expressions within the spiritl@inain while also projecting globally a

modern rationalism and capitalist economy.
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Who imagines these representations depends ont#raal cultural dynamics and the
locus of power, including patriarchal controls,teaand class divisions, and religious and
governmental authorities. Chatterjee’s bifurcatatiamalism emerges often in Indian culture,
such as in the education system, where sciencetharidimanities privilege modernity and
tradition, respectively. As globalization increas@sl Indian cultures begin projecting their own
unique forms of modernity (as in the high-tech eations of théMlahabharatafor television

audiences), this division between the modern aedr#ditional seems to be breaking down.

Chatterjee’s observations on the divide betweeritsglity and technology also fail to
account for the slide-guitar’s development. Fomepke, a figure likemohan veenareator,
Vishwa Mohan Bhatt, may be seen as a modern, atierral ambassador of Indian culture
through his innovations in a world-wide traditioia the organology of the guitar, considered
new to the global marketplace. Bhatt uses new tdolgy to effectively operate in a traditional
setting. At the same time, he is revered as atggirigure, and his pious and humble personality
augments his projection of a deep Hindu faith ase of spirituality. Even new nationalist
productions challenge Chatterjee’s dichotomy, sagperformances of the Hindu national song
“Vande Matarani featuring Bhatt as well as Western rock instraitseand flashy videography.
The Indian slide-guitar itself joins these exampésriss-crossing representation, since it
projects an aura, both visually and sonically, thatupts dichotomies of Indian nationalism by

symbolically suggesting both the traditional anel thodern.

Since it still manifests itself in some aspect$nalian culture, Chatterjee’s dichotomy
cannot be completely dismissed. Slide-guitaristehencountered situations where their medium
has been viewed as too modern for classical miliee foreignness has been difficult to strip
away, but through experimentation with form anddbgelopment of appropriate playing

techniques for Hindustani classical music, slidéegists have been able to defy a rigid
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traditional versus modern dichotomy. Other innawadiin Indian classical music have not been
so successful, and the charge of foreignness @seike modernity has kept certain (especially
electronic) instruments nominally banned from ggstition. Even the Indian voice has
experienced this divisive cultural construct. Whikepter three will examine voice more
extensively, especially in its relationship to gendt is useful to further consider the

implications of Chatterjee’s theories for otherfpenance genres.

The Voice, Authenticity and Mimicry

As the slide-guitar’s primary entrance into Soustiah music was through mimicry of
the voice, it is interesting to consider how thedermizing cultural ethos seems to have accepted
the reproduced voice on slide-guitar as authetyidadlian. Studies regarding vocal
anthropology view the expression of voice in cudtwactivities as a marker of authenticity and
identity (Feld, Fox, Porcello, Samuels 2004), buirditations, or reproductions of the voice
have the same effect? Does the aura degrade iodhisxt, or does the lack of linguistic
meaning give primacy to other semantic markerstiikdre? Some of the leading non-Indian
performers of the Indian slide-guitar, like Harrnahk, claim the instrument’s voice expresses
both local and global signatures. He describeitial encounter with the instrument as hearing
a magical sound that was both slide aitdr.*® Manx numbers among a growing generation of
Western slide-guitar enthusiasts who view Indiassical music, rather than jazz or Western
classical, as the culmination of their guitar répee. The authentic voice of the slide-guitar
gives it and its practitioners, considerable agagxgmbassadors of an Indian tradition, while

still being open to participation in fusion, worttlisic and classical genres. But these

10 Andy Ellis, “Secret World” http://www.premierguitar.com/articles/The_Secret rifoof Hindustani_Slide
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perspectives come largely from the outside of Iholeking in, where there are fewer
preconceived notions of how and who should makedau Indian music contexts.

While foreigners perceive the voice of the Indiidesguitar as Indian, the instrument
has endured extreme modifications and crossed|duaigers to be considered Indian by
Indians. Yet, where has this transition occurred laow do we conceptualize this space? Does
the mimicry entailed in developing more traditiositle-guitar performance practices detract
from or add to its authenticity? Perhaps the sfjdear’s early location in Bengali light music
genres enabled its gradual transition towards theerstrictly guarded classical tradition. These
guestions will help us think about how culturalued engage with the development of
performance practices.

Connecting theories about nationalism with iddasuathe Indian voice, Amanda
Weidman (2006) notes that in “twentieth-century thdadia the voice came to be associated
with Indian-ness and not Western-ness, [with] orddjty and not reproduction, humanity and not
mechanization, tradition and not modernity.” Thdtms of voice in India represents a
difference between East and West, enveloped tha@lhssociations that distinguish the two,
including ideas of naturalness and their relatignshth femininity. Invoking Chatterjee’s
dichotomy of nationalism, Weidman distinguishes warmocalists who had their careers
molded by gendered conceptions of morality, chastid traditional behavior, resulting in strict
controls over their public appearance. In this erttthe female voice is associated with an
intimacy that is in stark contrast with modernizeéelals about public performance, yet the
players that mimic these vocalizations aren’t scttje the same scrutiny.

Weidman's discussion of the voice (2011) also esilrs the development of new
technology that separates the heard voice frompéheeption of the body that produces it. The

development of recording technology, microphoned,later on, playback singing in Bollywood
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films, divorce the intimacy of the voice from therporeal form. These technologies have been a
boon to conservatives alarmed by women performirtge public sphere, and a crutch for
women performers subject to patriarchal controkpliRating the voice on instruments does the
same conceptual work of separating the voice fiogrbbdy, eliminating the more visceral visual
aspects of performance. Even further, the slidéagean be played with extremely subtle and
subdued gestures compared to the typical physiadgociated with instruments like thigar
andsarod With heightened ability to replicate the voicalwealm visual aesthetics, the slide-
guitar, as has been proven by its history as aumethat can both replicate and conjure the
emotional qualities of expressive vocalizationsl Asll argue in the next chapter, the post-
colonial context of the Hindustani slide-guitar miguggest that the instrument’s voice
represents a new India, because of its global sscé¢ the same time, the slide-guitar’s register,
along with other classical instruments (Du Perr®82), produces a voice that borrows from
aesthetics of women vocalists, while not experiegtihe negative aspects and controls of
projecting femininity in a controlled climate ofdian cultural nationalism.

Not only has the slide-guitar been the most effeahstruments in copying the sonic
gualities of the voice, it has also developed &rgire defined by its ability to mimic other
instruments. Such techniques, describeldagsr ang,are taught so that the slide-guitar
repertoire can be played using techniques thaelyiosatch the timbral qualities of more well-
known traditional instruments like tisgtar andsarod Slide-guitarists have experimented with
different string configurations and different toalgh which to play the instrument. The three
plectrums widely seen as standard in slide-guityipg have at times been substituted for the
jabbaof thesarod or themisrabof thesitar. Mimicry becomes a means of acquiring an
authentic tone from the instrument, bringing itsebto the desired mystique of the traditional

Indian sound. The slide-guitar can certainly achithese replications, but in doing so, have
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players also been able to create an authentic voidbe slide-guitar itself? As outlined in
Appendix A, | believe they have, but the concepa slide-guitar anghas yet to catch on, since
some obstacles remain. The voice of the instrunfiengxample, must be considered authentic
rather than a reproduction. And the slide-guitaré&ation and operation in a unigque hybrid space
(and capability of evoking timbres that relate tdh), must be better appreciated. Authenticity is
predicated on the subjectivity of the observer.S[fat some point, mimicry must be abandoned
as the foundation of slide-guitar practice in ortedevelop its own voice. This imperative has
been echoed by many slide-guitar players who sededlielopment of a pedagogy and repertoire
specific to slide-guitar as one of the most impatr&teps in ensuring the instrument’s future as

an authentic instrument for traditional music.

Hybridity, Globalization and Post-Colonial Spaces

Not only can the slide-guitar be considered a tdyphysically and sonically;
symbolically it also represents a meeting poininoian and non-Indian signifiers. The new
generation of Hindustani classical slide-guitargehappeared at time when Indian culture is
reacting to the initial post-colonial drive for mpendence, revising the secular and socialist
leanings of the first decades of self-governanaav lthe slide-guitar has managed to survive and
evolve along with these political currents tessfte its multi-valent identity. Within this shifign
cultural milieu the slide-guitar’s hybrid identiglows it to be considered foreign and national,
traditional and modern, old and new, all at theeséime. With such a complicated mix of
influences imprinted onto the Hindustani slide-guitt is equally instructive to consider the
spaces in which the instrument has developed.

Ashish Nandy's (1983) analysis of Indian post-c@beoulture describes the colonized as
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constructing new senses of identity from the bouedaset forth by the colonizer. The complex
development of assimilated versus resistance iikntireates a cosmopolitan mixture that
thrives in the old colonial capitals of Kolkata addmbai. In these settings, musical aesthetics
have developed to reference the creation of urigbeid identities, much like the slide-guitar.
The post-colonial space of the contemporary Indmasic scene welcomes performances that
interact with a sense of modernity and traditiost jike the slide-guitar, which is found equally
in conservative classical contexts and cutting ediggnational collaborations. The boundaries
suggested by Nandy, while accurately describingepécation of many of the political and
social structures that coalesced in South Asiatddiee colonial experience, doesn’'t account for
the synergistic byproducts of modern hybrid spdi&geshe Hindustani slide-guitar.

In his analysis of identity politics in a post-coial context, Homi Bhabha (1994)
examines the spaces inhabited by the influencbstbfthe colonizer and the colonizéd.
theorizing these spaces as hybrid, Bhabha is pgimtit the multiple dichotomies at play, which
synergistically create something new. Besides ¢al@md post-colonial, the theory of hybrid
space also can include the local/global, and mdttaditional. Hybrid spaces, like those in
which the Indian slide-guitar have been created te prioritize global over local senses of
community. For example, the international slidetgucommunity gathered in Kolkata in 2015
to celebrate their instrument at the Indian Intéamal Guitar Festival. That festival, while
integrating and attracting participants from arolmtia and abroad, excluded many local
players in an effort to attract an internationaliance. As in this case, efforts to represent a
performing arts tradition to a global audience barmproblematic. Richard Wolf suggests:

Contemporary academia invests transcendence & pligls its own kind of capital — for

reasons different from those of the internationasim market. Do the increasing

humanistic and social scientific emphases on theafled forces of globalization, like the

market's search for music that transcends cordesguise and undermine the ongoing
relevance of local music and local senses of nmindice world? (Wolf 2009:6)
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Wolf privileges the local as does most of the earlthropological and ethnographic research,
which strives to faithfully document and presettve authentic and traditional. His warning
could apply to the slide-guitar, especially if thetrument’s local origins in places like Kolkata
become subordinate to its glorification as a glgif®nomenon. While global contexts aren't the
only way to understand culture, hyper-connectedtaddnological communities increasingly
shape discourses about identity, extracting tlikesjuitar from the local traditions like the light
music genres dRabindra sangeeindNazrul geetiand placing it in exoticized global markets.

Wolf's argument maintains that understanding mdsioemmunities and traditions using
a globalized or neoliberal framework of analysis @more important aspects of local culture.
Yet, as technology becomes more accessible, eflgeciarban areas, the boundaries put around
culture and identity formation are increasinglyges, making it difficult to offer cogent analysis
of a traditional music without looking outwar@localization,which has become a generic
reference in disciplines as diverse as marketimpeglucation policy, may best describe the
permeable borders between the local and globalgidual (Featherstone, Lash and Robertson
1995) encapsulates the notion of hybridity and atgaies overlapping power structures of
politics and economics that mediate communicatimh@apital. In analyzing the slide-guitar and
the international events that celebrate it, akké¢hcategories of cultural space—the local, global
and hybrid—will be useful ways to understand theiadaand economic challenges the slide-
guitar community faces.

The effects of a globalized musical marketplagenoa be discounted. Constructions of
identity result from multiple flows of transnatidraultural economies and creative imaginings of
the group and the self. In the migration of objectd aesthetics across cultural borders, new
associations are developed and popularized, oftem&rismatic personalities who contribute a

value to certain objects and performance practisggn Appadurai's (1996) sense cfcapes
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attached to a variety of prefixes that denote tbeement of ideas, wealth, populations etc., is a
useful way of understanding the migration of diierelements of culture. In the case of the
slide-guitar, not only the object, but the symbalgsociations and performance practices
connected to it have migrated to South Asia. Coragitig our understanding of the flow of
materials and ideas associated with the side-gsitaow, where and when has the stream been
altered through the reinvention of the instrum&widitionally, the diversity of South Asian
performance contexts within which the slide-guitas come to function implies an equal variety
of ways performers use the instrument to articudasense of authentic “Indian-ness.” Other
studies (Ranade 2005; Ganesh 2005; Weidman 20086)fbaused on the tensions between
authenticity and innovation in Indian music genesgpecially with how new musical ideas clash
with highly valued qualities of traditional lineagad musical purity in the classical genres. In
the age of the Indian slide-guitar, Indian musiorge have clearly expanded to incorporate,
amongst other non-traditional elements, modernfargign instruments in a multiplicity of
performance contexts. Thus, resolving the appam@milicts between authenticity and hybridity
only becomes necessary when considering the moiseoaative perspectives on safe-guarding
traditional music. The futility of assigning autltieity to hybrid performances offers a clue to
how the Hindustani slide-guitar operates so suéalg fusion music. The global attention
garnered from this popularity in fusion music hasl la major impact on how conservatives of
traditional music have loosened their restrictiagainst the slide-guitar in the past twenty years.
Authenticity, while a useful concept to understémel reception of performances, must be
considered subjectively, drawn together by the Bgpee of audiences and critics, and subject to
personal preferences, social relationships, anghligng conceptual position of the instrument
along the spectrum from local to global.

The continuous expansion of hybrid spaces for entiglitures suggests the need to
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renegotiate labels of authenticity, modernity ameltraditional. The Indian context offers a
unique historical background for doing so, wheg@esentation has been shaped by various
social structures, including the state, whose seiaithg policies reflect anti-colonial nationalist
movements and whose anti-secularizing impulses alsgeed ideas about modern Indian
identity. Beyond an Indian context, this work widbk to show how representations of
indigeneity, nationality and cosmopolitanism areenfoverlapping and contradictory. By using
the slide-guitar and its community as a lens, shisly will illuminate the functioning of cultural

capital with real world repercussions describedthmographic detail.

The Hindustani slide-guitar exudes an aura of nobldernity and spirituality since it has
been cast as an alternately foreign, local an@natinstrument throughout its history in South
Asia. Thanks to pioneer maestros, the Indian-glid&ar and its many incarnations now
proliferate in both classical music genres and ademn, national Bengali song genres. The
players who have elevated the symbolic capitahefihstrument's image and sound have
garnered accolades from all the doyens of thedlgrguarded genres of Indian music as well as
from the global marketplace, making it an idealjsabfor the study of socio-cultural
representation.

In this chapter | have argued for the instrumeridgaonsidered as an object that
exemplifies the destabilization of dichotomies likedernity/tradition, religious/secular, and
local/global. To effectively apply these theoretisgues raised above, the following chapters
will address historical movements of socio-politichange in India to give a more complete
picture of how the slide-guitar has been acceptadindian musical genres. At the end of

chapter two, two other foreign-cum-indigenized iinstents, the violin and harmonium, will be
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introduced to highlight, by comparison, the Indgide-guitar’s unique qualities. By contrasting
their physical and conceptual evolution, the stigétar will manifest a post-colonial and hybrid
aesthetic, whose durability and flexibility has raatla worthy object even in the eyes of the
most stoic conservatives.

Throughout this introduction of the theoretical dimsions of the Indian slide-guitar, |
have left the historical narrative a bit obscureiider to highlight the symbolic and structural
transformation of the instrument. By marking thideslguitar with terms like hybrid and post-
colonial | also hope to emphasize the political aodal symbolism that has been grafted onto
the instrument by its primary practitioners. Sitizis research ultimately concerns the
development and resilience of inventions and inmexthe theoretical frameworks presented
here are best employed to reveal how the Indialegjuitar is an important musical
phenomenon that reflects contemporary socio-culplranomena in India. The slide-guitar
defies polarities and simplistic categorizatiomahiting a heterogeneous conceptual and cultural

space that will hopefully pose an enduring chaketggcultural theorists.
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Chapter 2: Colonialism and Music Cultures in India

This chapter examines the impact of colonialism enusicological study on the
development of religious and national ideologietoia. The British colonial period had a
profound effect on the intellectual classes in &navhere the eighteenth and nineteenth centuries
saw the birth of South Asia-focused orientalistdrisgraphy, with foreign scholars
collaborating with native informants to produceaa of knowledge that shapes today's
understanding of Indian music, history and cultimehe highly nationalistic and reformist
atmosphere of India’s two-hundred-year British yutduential pedagogues, performers and
administrators of public and state-sponsored ntosik the opportunity to alter the structure and
patronage of Indian music. Broadly, Indian musidemvent changes by assimilation, resistance
and adaptation to Western musicological theoriesthetics and pedagogical practices, as well as
by the influx of new technologies, economies, amitical norms. The Hindustani slide-guitar,
though not appearing until much more recently, lmametter understood in the backdrop of these
cultural and ideological changes leading to Indianereignty, marking it as a post-colonial
development.

In order to explore the cultural setting of theaélistani slide-guitar’s creation, | will
detail the early formation of modern Indic musiapt@and the assumptions made about the
origins of Indian music, which conformed to a Hirtkntric ideology. The codification of the
North Indian classical genre’s theory and perforoegoractices were shaped by political
ideologies, religious reforms and social movemerdsjpelling theorists to create a modern
systematic structure for a genre with nationatigbortance. With systematization came shifts in
patronage, the development of public institutiasrsmhusical advancement, and the incorporation

of foreign instruments into traditional genresdiscribing these historical changes in the
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cultural climate and economy of music, | show hawtB-Asian audiences were prepared for

the eventual acceptance of the slide-guitar irgditional, classical and national music.

Early Indic Musicology and Orientalist Historiograp hy

The encounter between Indic musicology—an andradition reaching back to the
Sama Ved4~1700 BCE) and Bharatdatyasastrg~200 BCE-200 CE)—and Western
European scholarship on Indian music began in @al¢now Kolkata, West Bengal India),
which by 1772 had become the colonial headquantadsr the British East India Company.
Having established a permanent colonial settlenigitish officials—in conjunction with local
elites—began developing an educational infrastmectin 1784, Sir William Jones, a philologist
and occasional musicologist, founded the Asiatici&y and published one of the earliest works
in English on Indian music (Jones 1789) with thip loé Brahmin intellectuals. Influenced by his
informants, Jones traced Hindustani music’s lindagbe ancient Sanskrit texts noted above.
Jones’ work, as described by P.J. Marshall (19w} part of the West's “re-discovery of
Hinduism,” which connected Indian classical musdgvelopment to a Hindu-dominant
historiography. This bolstered Jones's philologibabries of an Indo-European linguistic mono-
genesis and became pervasive, particularly amomgathetic European schol&rand Indian
musicians and theoristé The former sought to frame Muslim rule in Indiasasultural decline,
whereas the latter were proud to trace their mugiadition back to a Hindu golden age parallel

to the ancient Greece of the West. Numerous eaubjiculogists focus on Indian music sharing

11 Schlesinger, Kathleen. "The Basis of Indian Musihé Musical Time§6, no. 868 (1915): 335-39. Amongst
many other late Iand early 26 century musicological texts draw from Jones’ work.

Coomaraswamy, Ananda. "Indian Musi@lie Musical Quarterl\3, no. 2 (1917): 163-72.
http://www.jstor.org/stable/738082 the Indo-European linguistic connection appé&aguently as the part of
the logic of Aryan contributions to Indian musicgio
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the perception of the music’s antiquity, and thie-eantinent’s then current state of cultural
poverty (Fox-Strangeways 1914; Shahinda 1914; 38 1Clements 1913). Early Western
musicology of India had a particular goal: to catale and compare the sub-continent’s music,
and to rationalize their own biases about Indiackbardness, superstition, and pre-modernity.
In this era, a fiercely communal identity politasse, along with a historical
consciousness that sought to reconcile perceptibnative Indian culture with modern Western
systems, technology and ideologies. The historiaalatives of competing political groups
heralded an idealized past. Often aligned withraalkst Western historiographies, Hindu
nationalism during the colonial period often poyed it as an age of artistic and intellectual
decline, for Hindus &ali yug,or for European theorists a corruption of SoutlaAgulture by
Muslim tyranny. As Lily Strickland observes:
In the pre-Mohammedan era, music was in a higle stadlevelopment, but its decline
began with the Muslim invasion of India in the edath century. Classical music became
decadent, as the rulers of the day were satisfidfdsuch music as appealed to the
sensesnautchesor the noisy and pompous music of Durbars. Theadt-forms of music
have never retained their first ascendancy in Isdige in areas into which Muslim
invaders did not penetrate. (Strickland 1931:334)
Victorian values and racist assumptions about theahtorruption of Islamic peoples worked to
frame Indian music as originally having a pureestatantiquity that were bound for a revival by
natives seeking to cast off the shackles of Muslite. This rhetoric justified British colonialism
as the savior of Hindu culture by freeing them freisnhundred years of tyranny. Many
perspectives voiced by early Western musicologybwlian music illustrate overt biases
against the influences of Islamic cultures.
To the contrary, many of the Islamic empires intingiSouth Asia elevated music and

patronized music cultures enthusiastically, prodgenany influential figures, such as Mia

Tansen and Amir Khusrao, who remain revered todagcribed by Nazir Ali Jairazbhoy
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(2008:350), the biases of early musicologists gidrwere formed from assumptions regarding
Sanskrit literacy, which when applied to accomm@siMuslim musicians, characterized them as
ignorant or pedantic. Clear contributions to stygehnique, and philosophy about the role of
music by the many hundreds of years of Muslim ingdeule have had to overcome the damage
done by prejudiced historiography.

Thus, the work of Sir William Jones and many ofiviedecessors, contributed to a
specifically Hindu sense of Indian classical musitce they elevated the Vedic roots of Indian
cultural arts while simultaneously divorcing thermrh positive Muslim influences. Orientalist
anthropology reflects Europe's negative relatigms¥ith Islam, precipitated by geopolitical
maneuvering in the Middle East and its dominatmmaiccess to trade and raw materials. In
India, religion and caste became more rigid idestjtpartly reinforced by the British legal
system and the inauguration of the census in 18dia’s colonial presence shifted the balance
of power away from Mughal rulers, and later vildfieslam by scaremongering over orthodox
Wahabbism (Stephens 2012).

While glorifying a golden Vedic past, many of ther&pean musicologists also analyzed
Indian music using Western theoretical parameterisis review of early colonial musicology in
The Hindostanni Ajrlan Woodfield (1994) describes some amusing gitemt harmonizing
Indian melodies, as well as derisive accounts diaim performance practices. According to an
early musicologist in India, C.R. Day:

Europeans, as a rule, leave India with the ideattiganational music of the country

consists only of noise and incessant drumminggdaperhaps, by nasal drawling —

equally repulsive as unmusical. That there is Armesical art — with an employment of
various scales, abounding in rhythmical beautyfalief passionate expression, seems

to many, almost incredible. (Day 1893:45)

Day makes clear the xenophobic and racist assungptiat most Europeans held during this

period, where South Asian music cultures were wstded as primitive, repetitive, crass and
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unsystematic. Other early European comparativeculogjists (Willard 1834; Hornbostel and
Abraham 1904) while variously praising or denougdimdian musical traditions, nevertheless
inflamed Indian nationalism by provoking a politiead literary backlash from Indians who
protested the European misrepresentation. In gratdithe European literati, Indian elites
sought self-representation, provoking a redefinigmd consolidation, not only of the idea of
Indian music, but also Indian nationhood.

Many new class Indian intellectuals received Wesstyled educations, which Britain
provided early in its occupation of Calcutta. ByLT8the Hindu College was providing an
English education to Indians, training civil seeviworkers in particular. The Hindu College
became the epicenter for nineteenth century saaidlpolitical movements, where influential
figures like Raja Ram Mohan Roy contributed to camgps to reform of Hinduism, such as the
1829 legislation abolishingati (a ritual of widow-immolation originating within @ulture of
South Asian warrior aristocracy). The Hindu Collsg&festern structure and ideology also bred
figures like Henry Derozio and his radical grotYpung Bengalwhich fully adopted Western
ideals and derided traditional Indian culture. Asepicenter for academic Anglophilia, the
Hindu College produced a population of Western-atka Indians who launched the intellectual
movement, thd&engali Renaissancén this atmosphere, which encompassed urban Gaku
public sphere, a heated climate of debate andraliimalysis was born. Its proliferation resulted
largely from the zeal of a young educated classtb@gower of the printing press. The dramatic
arts flourished during this period as the idenitynodern India was crystallizing.

One figure from this time, Sourindro Mohun (S.Nliagore (1840-1914), represented the
blending of colonial and Hindu ideologies. The eldeusin of the Nobel laureate Rabindranath
Tagore (1861-1941), S.M. Tagore exemplified a stedimodern Hindu nationalism through his

musical work (Katz 1988). From the conservativee ©iflthe Tagore family, S.M. admired
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European culture, which melded with his passioelévate Indian music. In an 1870 lecture,
Tagore highlighted the need to justify and advahee'now decayed, yet once flourishing art of
music in India” (Capwell 1991:233) yet also acdemprovements from foreign music cultures.
He praised Indian music yet complained, “O Mothmetid!...we still see none of your offspring
attempting to improve the national music” (Tago8@:30). Tagore's lecture challenged Indians
to discover their own nationalism stating, “Asimés past with the establishment of various
governments, Indians will not try to improve theiusical science according to the cultivation of
a canon — Is this how we will be mocked and ridéduby European and other cultivated
societies?” (Tagore 1870:66). This was a call, atrtice dense fog of orientalist-inspired
nationalism, for Indians to instill the nation’ss@ls into their own songs and create a canon in
which they could take pride.

As inspiration, S.M. Tagore's call accompaniedghbelication of his guru's treatise on
Bengali music, which featured a form of Bengali mustation, very similar to that commonly

used todayT (< AT T AT 41 f~ translated as the diatonic syllables Re Ga Ma Pa Dha Ni

While acknowledging the notational strength of Westmusic, Tagore maintained that, “Every
nation that has a music of its own has also its sygtem of notation for writing it. Whether that
system be an advanced one or not, (the music) taenmorrectly expressed in the notation of
another nation” (Capwell 1991:237). Tagore usedgaémotation to spread the popularity of
native music in Bengal, even within the structur&estern-styled schools. As Charles Capwell
has observed, Tagore, as a nationalist, displagepassion for self-representation and cultural
pride. While notation ultimately became the cruel@ment in the development of Indian music
theory, these early commentaries (by Tagore anefskieflect the psychological dilemmas of
the cultural hegemony that is inherent to the calloencounter.

Along with cultural, religious and social valu&sjropean colonialism brought a host of
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new systems of organization, industry and technotogear on Indian cultures. The effect on

the Indian psyche was a massive cultural shiftpstically labeled as modernity, which saw the

incorporation, imitation, and resistance to Eurep@fluence. According to Ashish Nandy:
colonialism creates a culture in which the rulegl @nstantly tempted to fight their rulers
within the psychological limits set by the lattiris not an accident that the specific
variants of the concepts with which many anti-cadbmovements in our times have
worked have often been the products of the impetilibire itself and, even in opposition,

these movements have paid homage to their respemtltural origins. (Nandy 1983:3)
Nandy's observation applies to various activitigbiww the nationalist movement, including the
arts, where the nationalist imperative has adoptedes of expression highly influenced by
Western cultural or scientific dominance. Thus,sge in Tagore’s scholarship his fervent loyalty
to the British monarchy and Hindu conservatismhlaftwhich enhanced the aforementioned
anti-Muslim perspective.

As nationalism became a driving influence in mamng musical genres and theories,
the codification of thelassicalin India inevitably focused on a period beforehbBtitish and
Muslim colonialism, a “golden” and imagined pasedpite the tremendous contributions to
Hindustani classical music by Muslim musiciathe tendency to Hindu-ise the tone of the
nationalist movement has allowed polemicists tp4feag the influence of Muslim musicians in
favor of what has come to be seen as a purer nmagical history, rooted in ancient Sanskrit.
The patrtition of India in 1947 split South Asiatspplation according to religion, and thus
presupposes the construction of a history alongé#nee lines, between Hindu and Muslim.
Paralleling the erasure of Muslim contributionsrtosic in India, Pakistan purged Hindu ritual
and lineages from the histories of Pakistani ctadsnusic, unfairly erasing musical
contributions in deference to nationalist and religly sectarian historical narratives (Saeed

2008).

Religion is a central component to understandigpnalist movements in South Asia. It
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is also an important issue when looking at theadaynamics of the slide-guitar community,
especially as its public image and performancetjpeshave adopted Hindu-overtones. Very
few Muslims play the slide-guitar in the classigahre and non-Hindu Indians have faced
considerable challenges as performers. Muslim Bateghi slide-guitarists are a slowly
increasing demographic, yet many of them, espgonaimen, have encountered resistance to
public performancé® Religion is at the crux of how and why certain coanities have fostered
slide-guitar performance. Thus, the slide-guitaislution parallels the evolution of modern
Hindu nationalism: the latter's ideological pronmine is contemporaneous with the instrument’s
rise after independence. Before the slide-gui@pjgearance in the mid-twentieth century,
irrevocable changes had to have occurred in theralllandscape along with developments in
music production and consumption in India. The rs&dtion details the monumental shift in
cultural conceptions, helping frame the developneéihe Hindustani slide-guitar within

changes to the classical music genre, accomplishaufluential theorists and pedagogues.

The Canonization of theClassical in Indian Music

The concept of thelassicalwas developed in nineteenth century Europe toribesa
golden age of elite composers who set a precedesy$tematic, inspired art music, which
migrated from courtly patronage into an elite legsdlass, enabled by the industrial revolution
and colonialism. As William Weber (1992:2) obserVvéise concept of classical music, then, is
not incidental to colonialism but part of its ecamp” As a result, thelassicalarrived in India
contemporaneously, yet without local roots, beirtgren that was a “marker of cultural status

and authenticity whose original referent was nbis¢orical period or particular style, but the

13 Ppersonal communication with Susmita Kabir Asha,22@ipon Sarkar, 2016.
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West itself” (Weidman 2006:5). A reconstructionnadisical theory and performance practices
followed, reviving a tradition that sought to cerhérdia’s position as a modern nation and
cultural powerhouse. The creation of a modern makgenre was ideologically driven, working
to reform pedagogical practice and shifting thenecoy from private patronage to a public and
state-sponsored musical culture. To reconcile tifaiuhierarchy of the West over the East,
Indian theorists articulated their own form of sl@sl in both the north and south of the
subcontinent.

In the assertion that the idea of the classicalefrom, and is in direct reference to the
West, an assumption is made about the lack of gemé hierarchies amongst South Asian
musical cultures. Peter Manuel (2015) has detdileddifferent levels of classification that
distinguish themselves according to patronage la@drétical parameters. Nevertheless, in
practice, musicians expressed very fixed boundaeéseen classical music and other forms of
“light” music. Reflecting on the idea of classicalisicin India, Ramesh Gangolli has noted that
Sanskrit writings on music dating back to the nicghtury, demarcate the distinction between
musical genres offlargi sangeé&tand 'desi sangeet:* The former, derived from the wordarg
(translated as “the way” or “the path”) represerasonical music, whereas the latter—derived
from the worddesha(translated as “countryside” or “region”) represelatcal variations,
perhaps analogous to folk music. Such a distingtfiects the same divisions between musical
style, pedagogy and theory as the Western perspeamti the classical verstdk or popular
music, yet the Western classical conception cawidsit inherent associations about class, race,
gender and culture that aren't so neatly translatesh superimposed onto Indian musical
genres, which incorporates its own set of socglés. For example, Indian musical culture

during the late Western colonial period was heasfitatified according to caste distinctions and

4 Ramesh Gangolli, personal communication, 2013.
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religious differences. These social structuresnditparallel those in the West, so the boundaries
of access to classical music culture and patrodagé fit neatly onto an Indian model. Because
classical music was situated amongst the elitbetblonizing culture, however, the idea of the
classical was available for reproduction predomilyan elite Indian musical genres dominated
by upper caste Brahmins.
While the boundaries of classical music as undedsio India are important, they require
a specific understanding of traditional performapractices and systems of musical aesthetics
and style, as well as a historical understandinglad has access to these musical forms. The
Western idea of the classigahnifested in India serves, more than anything, msrker of
legitimacy within an English language medium, addpwidely, yet lacking specific, systematic
principles, although some have attempted in hiridgigconstruct them (Power 1980).
Importantly, the adoption of Western classical laetsts and corresponding Victorian social
mores was seen as a way to positively alter Indwis musical legacy. Katherine Schofield
writes:
Western concepts of the classical were often whakgn over by colonial-period
nationalists and used to bolster a wholesale rdiwvaf certain genres, carefully
selected for posterity, along with their assodaieactices and institutions. By
subscribing to the hegemonic values of the colqmabers, so the argument goes, and by
remodeling local art forms in their image—in otkards, by taking over the sonic
symbols of Western power and modernity—nationatistiernizers proved their right to
be treated as equals with a proud, distinctiveimdjaished cultural heritage like that of
the West. (Schofield 2010:485)
While Schofield accurately describes nationalistivabions, the quest to standardize music
theory in India may not have always been a compatfor cultural legitimacy. Internal debates
within Indian musicological circles about the penfi@nce of a particular musical form had their
own merits, outside of proving anything to the Wésdetailing how Indian music theory and

performance practices changed during colonialismpuld be more accurate to describe

specific practices, pedagogical developments, adhistorical canonization that took place
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during this historical period, more so than any lgkale notion of the classical being imported
into India. As will be discussed in the followingd sections, the musical codification and
systematization efforts of theorists and the sigfsettings from courtly patronage and
conservatory institutions, can help us better wistded Indian classical music’s modernized

boundaries.

The Codification of Music Theory in Hindustani Music

The figures that codified the classical genrelsitha had specific motivations that
continue to influence the way the music is perfatraad transmitted today. By examining the
backgrounds of theorists and the cultural climate/hich they worked, this section illuminates
pivotal changes to South Asian musical understanuira colonial context. The most well-
known figure responsible for codifying Indian cl&sé music theory, Vishnu Narayan Bhatkande
(1860-1936), was a Brahmin from Maharashtra anchalar who toured India, delving into
libraries and archives, and interviewing musiciabsut the theories underlying their
performance practices. He was controversial arehdftiticized for his attitudes and methods,
particularly for his rejection of the extreme emgibglaced on ancient Vedic roots of modern
Indian music. Bhatkande was more interested irivirey tradition and advocated a musical
history much younger than the Vedic sources hatdbsanct by most pundits. His téMusic
Systems in Indiél984 translation) draws from fifteenth to eightieecentury Sanskrit texts
calledgranthaswhich Bhatkande designated as the best sourcélsdaodification of musical
systems we know today.

In Two Men and Musiclanaki Bakhle (2005) challenges Bhatkande, péatiguhis

contentions against Muslim musicians, whose rolgewveloping North Indian music since the
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twelfth century Bhatkande seems to have omittedl&\Bhatkande’s work has broadly secular
motivations, some Hindu nationalist undercurrerp ho explain his position on the Muslim
contributions to the classical canon. Describetirisresting” or “strange alterations” to musical
material, Bhatkande observed that there were “grests in those Mahomedan times,” almost
as a surprised refutation of the idea that Muslite had a negative impact on Indian music
(Bhatkande 1984:21, 41, 74). Bhatkande relied ghase historical evidence, and thus his
research seems to reject the embodied, or livedreqe of the classical tradition by certain
groups in which oral transmission dominates theagedical style. This may have resulted from
personal and social contentions, since detailstabeory and prized compositions can be highly
guarded by musicians who consider themselves asretdearers. Additionally, orally-
transmitted compositions have been known to bantiadly valuable, and the knowledge they
contain have been stolen or traded in exchangméberial goods across kingdoms and
gharanas Nevertheless, the orality of the tradition of Histani music was an obstacle in its
modernization and codification, especially sin@msmission required face-to-face interaction
and memorization.

Considering Bhatkande's methodology, one wondegesiven his concerns about the
accuracy of oral transmission have been voicedgtgmately to both Hindu and Muslim
musicians. The primacy of text can privilege thewpoints of certain communities over others,
but it is doubtful it should be considered moreusate than the experiential method of
transmitting music theory, which has dominatechim Hindustani pedagogical tradition for
centuries. Regardless, one must admit Bhatkand&fsumd influence and accept his designation
of texts as valid sources of musicological deforig of the past. While he worked to prove the
classical qualities of Indian music, he showetklititerest in comparisons to Western

symphonies and other classical genres. Bhatkandghsto derive classical qualities
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independent from the West through a musical sygtersonifying a new Indian nationalism as
well as a coherent, systematic and all-encompassumsic theory.

Most relevant to today’s Hindustani music the@lyatkande contributed thbaat
system, which ironed out inconsistencies betwesexitual sources and created a system of
raga categorization that was simple and expansigagh to accommodate most of the music he
encountered. He gathered information aboutalag andtaal systems from both northern and
southern traditions, as well as performance preststich as the structure of presentation,
focusing on thé&hyaltradition, and on expression in music, callasia. Bhatkande's terms—Ilike
thethaatsystem, and his consolidationrafya definitions, serve all over the world as the
definitive theory of Indian classical music. Evéiose who denounce his work cannot help but
use the concepts and terminology he codified. Des$ps Hindu faith, Bhatkande's dry and
technical style secularized the spiritual or religi elements often associated with today's Indian
classical music. He documented uniquely Indian goafhmusicianship from the basic syllabic
melodic system, callesiargam,to describing all theagashe found across India. While a
celebrated pioneer in in Indian classical musiotiieBhatkande was not the only influential
figure during this time of nationalist codification

Vishnu Digambar Paluskar (1872-1931) has beerrdedaas the father of the modern
spiritual Indian music tradition. Also a Brahmimin Maharashtra, Paluskar's approach differed
from Bhatkande's, since spirituality was integoahis re-conceptualization of Indian music.
First and foremost, Paluskar wanted to mold thalrewisic of the courts into a more idealized
national music that personified Hindu purity. Hisisit schools were open to a growing middle-
class of Hindu women and other people generalljueled from musical practice—just as long
as they were of the Hindu faith. Paluskar took muwsit of the courts, where women played the

role of courtesan and were stigmatized as prossifend placed it in the center of a modern



81

Hindu identity. In the process, Paluskar pushedsiatic elements, even though many Indian
musicians and teachers at the time were Muslimadtéeved success through his music
academies and contributed compositions to a Hietiteced national consciousness exemplified
by Raghupati Raghava Raja Ramhich was reportedly Gandhi's favoritkajan(Hindu
devotional song). His legacy appears today in ¢tigious dynamics of performance and
pedagogy where spiritual reverence and completetgvto the guru manifests in ritualistic
acts that mark the music as uniquely Hindu.

Paluskar's efforts to bring classical music int® hiousehold indirectly influence the
slide-guitar’s emergence in India. His campaigngstio incorporate musical knowledge into
the ideal of the modern Hindu woman. During hisdtiat the end of the nineteenth century and
into the 1920s, to be considered eligible for naayei—with the proper education and traditional
background—the modern Hindu woman had to undersaatehst the rudimentary aspects of
Indian classical music. Many women chose to sirg@aytanpura a stringed instrument
without frets, meant to be played as a drone acaompent. Many also chose to practice on
traditional melodic instruments, including theenasitar, andsarod As foreign instruments, the
guitar and later the slide-guitar were not includedhis list. But the ethos of musical
competence as essential for the modern Indian holgsdid promote a nationwide adoption of
domestic musical practice. Later on in the 1930940s, the slide-guitar entered the modern
Bengali household, as a legitimate substitute filoehthonous Indian instruments and a useful
accompaniment to traditional vocal music practice.

Both Bhatkande’s and Paluskar's goals aligned mationalist sentiment since they
sought to unify Indian music into a single canomgpresent all India. This included the
development of a national music theory, systemotdtion and pedagogy, and a performance

etiquette. Accompanying these efforts was a shifthe social understanding of music’s role and
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reception, particularly its modern expression. Whesical arts provided a site of representation
of paramount importance in the developing nati@eaisciousness, which interacted inherently
with values of tradition and modernity. Traditiampplied the storehouse of cultural wealth,
including compositions, instruments, performanaepces and economies of patronage. With
the intervention of Western colonial powers cangedtive to clean house and revise traditional
practices to conform to modern aesthetics withosihlyg some sense of authenticity. Changes to
music theory and practice occurred together witlicttiral and material transitions that
created—from technological advances discussedifatbis chapter—new media and
instruments, both searching for a place in Indiarsioal arts.

In the politics of the national imagination, mamgsl roles were also codified, including
gender roles, caste distinctions, and class diffaxe based on education, all giving form to
ideals that we can understand through the lensusfarcultures. The following section describes
the structural changes to musical patronage anagogy, drawing from examples in South India

that help illustrate important shifts in musicaltate during the Western colonial period.

Changes in Pedagogy: Institutions, Notation and Léracy

Beginning with the transition from an exclusiveudty tradition towards a more widely
accessible cultural activity in the nineteenth aeptindia's classical music was stylized,
codified, and textualized by pedagogues and musiorists who yearned to canonize it for
modern India. As noted previously, this occurredndy musical theory and practice across
India, but also to position Indian music as a ssiptated response to the Western dominance of
musicology. Two opposing streams, one of seculdu#dity and one of Hindu religious purity,

spread across the vast subcontinent. We can exdha@rstructural and economic evolution of
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these traditions, beginning with the shift from dquatronage to conservatories.

Passed down through the ages orally from teach&utient, Indian elite music
constitutes a composite system of regional thezakéind performance practices, influenced by
the diverse peoples and cultures inhabiting theauiment. Theory, techniques and
compositions in Indian classical music have longrberopagated by individual teachers, or
gurus, who have emphasized the lineage performsstumls callegharanasHere, oral
traditions are passed down through experientiahleg, which as a pedagogical style, was
losing its value to modern teaching practices &eddtive to codify a Hindu-centric nationalist
musicology. Thesgharanasevolve and develop identities within themselvegrethough most
practitioners excel across schools and share aemee for the same hagiographies. Eminent
figures, both Hindu and Muslim populate these lge=a and often due to political calculations,
maintain their fame through their musical descetslan

Daniel Neuman'tife of Music in North Indig1980), a seminal ethnography of the social
life of gharanasdescribes musician communities, their economy,thecultural institutions
that support them. He explores the influence oiforagrk and how performers have found
success abroad. Integral to the formatioglwdranass the pedagogical style it houses, gjueu-
shishya parampararraditionally, the studenskishya lives, studies and often meets the needs
of the teacherguru). Through this intimate relationship the studdrgabs technique, theory
and a deep understanding of the music. While highised by advocates as a system of musical
pedagogy, thguru-shishya paramparhas been criticized for merely catering to the &uru
idiosyncrasies. These concerns compelled variousotioeorists, teachers and administrators to
create a conservatory structure with standardimedcala. The critique of thguru-shishya
tradition also shows how social life influences ttasmission process, where prized

compositions and musical knowledge are passed lgngthin the inner circle of students.
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These shifting attitudes on musical pedagogy aacgtonomic tensions amongst the regal
classes during the colonial period produced a idraktft in the support structures of Indian
music, especially classical music.

Lakshmi Subramanian's bookspm the Tanjore Court to the Madras Acad€({2§06)
andNew Mansions for Musi2008) describe the economic and nationalist wnategnts that
altered the landscape of classical music patroma§euth India. Looking at the history of early
nineteenth century Tanjore’s ruler, Serfoji I, Safmanian reconstructs the atmosphere of this
monarch's court, illuminating the musical and &disulture that he fostered, including the holy
trinity of Karnatic composers (Tyagaraja, Dikshit@nd Sastri). She stresses the impact of
colonialism, particularly the influence of Westedeas of the classical on the development of
authorship, notation, and an elite canon of mustcording to Subramanian, the creation of an
elaborate mythology and classicist discourse hadta nationalist imperative that:

responded to the immediate needs of cultural nalism that had to compulsively

retrieve a heritage that was appropriately antiquéhentic, and classical, to the

compulsions of modernity that demanded a wideredngsation of the tradition among
the middle classes through newly emerging conadielucation, and finally to the
imperatives of actual artistic performance in atemporary setting. (Subramanian

2008:19)

These conditions provoked the consolidation of mee, followed by a massive migration of
musicians into colonial centers once the powehefdourts waned. This dramatic shift also
opened the classical tradition, in cosmopolitaiesilike Madras, to middle-class audiences who
could attend conservatories and view performandésut discrimination from upper and regal
classes. As participation in classical music becawadlable to the middle-classes, stalwarts of
the classical tradition imposed a particularly Weststyle of instruction methodology and

dissemination. Texts that cemented the structurémous composition became the primary

means of transmitting Karnatic music in the newsssmatories, making literacy an essential part
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of musical proficiency.

During the colonial period, the change in mustbabry and practice stemmed primarily
from notation systems, which privileged musicadritcy as the marker of musical skills. For
example, in her examination of the violin in Solrtia, Amanda Weidman emphasizes the role
of literacy (2006:192), which allowed Indian clasgimusic to adopt a sense of authorship and
authenticity. Music was written down, sometime$\iestern notation systems, sometimes in
Indian notations systems, and often both. Weidrhawever, highlights an important distinction:
“while English writing — and thus Western musics-associated with print and stands for
permanence, standardization, and legibility, Indiaiting — conceived, of course, as handwriting
— bears all the traces of orality: idiosyncradeggibility, repetition” (Weidman 2006:243). Thus,
Indian notation required translation, where musieahs and (primarily syllabic) notation are
transformed to bring them into the musical realne)xgierience. Prescriptive markers for rhythm,
style, tempo and other useful diacritics over @gbften do not appear in Indian notation.

Additionally, compositions—especially in Hindustamusic as | have experienced it—
comprise only small skeletal frameworks that ady @s a guide or melodic consistency to tie
together most of the music, which is improvised.sMun this sense defies literacy, as a sublime,
ineffable act of imbuing life into the empty framenk of notes on a page. Weidman continues,
“for the modern musicologist, however, this serfsmeffability is elaborated with reference not
only to the divine.... but also to the interioritiythe modern listening subject” (Weidman
2006:244). This describes the way improvisatiomeats divine inspiration, as an interior vision
translated into expressive form through musicalgeerance. Sparse compositions allow room
for interpretation and improvisation. Many of mydian classical music interviewees
emphasized this interiority, whereby they expldreit own world of emotions, images and

colors as they see appropriate tordiga. As such, the act of notation should not divorce
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spirituality and the uniquely Indian interiorityofm the music, but rather remind us of the basic
melodic structures whose design is to confer asthiprather than strict musical prescription.

The contested value and utility of notation in Brdclassical music reflects the neo-
liberal context of the colonial experience. Speaillly, did the adoption of notation reflect a shift
from the spiritual to an economic basis for musmdoiction and performance? The system of
gifts, as described by Nicholas Dirks (1993:1973sw pre-colonial construct of patronage,
where musical compositions and performances aksgepla role as offerings. Sometimes a
musician was even paid tmt sing a particular raga; elsewhere compositiongwsetd as
devotional gift-giving. The reproducibility of ndtan and recordings profoundly altered this
economy as well as the sense of authorship, efeyatimposers as owners of creative material
with deep cultural antecedents. New compositioagjqularly those (like Tyagaraja’s) deified
outside the court system emblemized the nationtandrtues, yet also represented modernity
and the future of Indian music. As Subramanian estgy(2006:5), early Indian proponents of a
notation economy adapted their art form for thdlehges of global capitalism, even before the
establishment of British colonial hegemony.

The issues surrounding the language of notatiem r&flect tensions over institutional
controls of script and spoken languages, which dated nationalist discourse during the
colonial period. This remains significant becausdidn musical notation assumes syllabic cues,
written in scripts appropriate to the languagenstruction. The music | learned in Bengal, for
example, was notated in Bengali, whereas in Jaipueis notated in Hindi. The use of certain
scripts and languages becomes a socio-cultura ssge it privileges access to music along the
lines of caste, class, literacy and linguistic tajpke. Reflecting on the Madras Music Academy,
Subramanian shows how the classical music prontbtzé was performed and written

predominantly in Telugu, and sometimes Sanskiiherathan in the script and language of the
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majority population, Tamil. The Tamil language mowent influenced radio broadcasts, which
required that most music be sung strictly in Taiftlis contributed to an anti-Brahmin
movement where classical music was implicated énetkclusion of Tamils from modern musical
culture. According to Subramanian:
The construction of a classical music repertole,gositioning of certain compositions
as the core elements in the repertoire, the retagat Tamil songs and other dance
related compositions such as thealis, padamsandtillana, to a lesser status in the
artistic hierarchy on grounds of its sensual cangsia non-classical resonance, was very
much part of the Brahmin sponsored project of riogs$he classical tradition and
claiming its custodianship. (Subramanian 2006:149)
This shows how the alterations to musical institosi and access to music during the colonial
period increased tensions between linguistic asteagroups, revealing the social effects of the
power struggle over musical cultures.

The system still used today in the majority of pgmtacal contexts in Northern India, uses
syllables as a descriptive crutch or shorthandrfemorization rather than a prescriptive key to
musical performance. New adaptations have attentptadprove Indian notation systems to
make them more accessible to Westerners, somepilaeiagsargamside by side with Western
notation (Wade 1979), which I find useful for pnegtive details or to highlight the technical
aspects of musical adornments. Precise prescriptitagion has a connotation of mechanical
reproduction that is rather unfavorable in an imgged tradition. Unfortunately, in the pedagogy
of Indian classical music there has been little leasgs on the use of notation to convey
information about improvisation. Largely tetheredtal transmission, knowledge about
improvisational expression, or the often dramatimeekriority, remains enigmatic to the
uninitiated and unskilled.

Throughout my studies of music in India, notati@mng syllables from South Asian

languages were employed to capture the essenaetafypar ragas or melodies from modern
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songs. Described in Appendix A, my slide-guitaictears taught me using the syllabic method,
which was then enhanced by showing me the intesaof adornment on the instrument.
Because technique is far removed from this simgaiSystem of descriptive notation, the
economy of face-to-face lessons is integratedtimdaransmission process. To “sit” together for
music learning was not only a social process, hutial for any in-depth understanding of slide-
guitar performance practices. As | wrote down memypositions and recorded our music
sessions, | reflected on how this pedagogical systas a culmination of functional
transformations in Indian music, drawing from ascesnew technologies and methods of

learning that began in the shift from high-classrtsettings to middle class institutions.

Technology and Functional Transformations in IndianMusic

The movement of Indian music from a courtly cohiato a publicly accessible, middle-
class arena resulted from new technologies thavalll the music to be broadcast through radio,
microphones, phonographs and amplification. As Wiaid observes (2006:60), the placement of
microphones within the Serfoji II's palace projettae sound outward, fundamentally changing
the private character of elite music, instead dissating it through the power of amplification
and reproduction. The broadcasting of the intinsatéing of elite court music revolutionized the
mediation and control of sound. Soon after, theneowy of reproduction fell firmly into
bourgeois hands after this transition, and as Waidnotes, “the rise of public concerts and
commercial music-making produced new standardastéf articulated on the one hand in the
emerging discipline of music criticism and on thies in the curricula of teaching institutions
established to maintain those standards” (Weidn@@&20). The modernization of the musical

economy in India at the beginning of the twentigghtury further consolidated perspectives
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about the appropriateness of music and performaneating an almost monolithic canon of
customs and aesthetics, firmly under the contr@adtical and cultural elites despite being
wrested from its courtly context.

New economies for musical consumption also prothat&ansition in performance
practices where communal forms of music-makingeesly in folk or religious music shifted
into more presentational forms. In his work onfilnectional shifts imirguna bhajangluring the
twentieth century, Edward Henry notes:

The shift in the functional emphasis of a genresfra unifying, ritual expression of in-

group ideology or a mere ritual requirement to pubhtertainment-is one of the most

common functional transformations to be seen irstbdy of traditional music change.”

(Henry 1991:239)

The distinction between participatory and preséotat is well-discussed issue in
ethnomusicological literature, and shifts betwdersé modes of expression within a musical
genre are often a result of new economies for émopming arts (Turino 2008). What changed
in Indian court music was access, where new audgeoauld listen to music previously reserved
for the elite. No doubt presentational forms becamoee prevalent with this shift in venue and
access, especially as the conservatory systemagmahew testing rubrics, pedagogical
methods and norms for public performance.

New technologies, such as the phonograph and ptioree, profoundly influenced
Indian musical practice. The voice, as a naturptession, had to interact with technologies that
changed vocal production significantly. Singers teadevelop new vocal techniques, no longer
needing to project their sound at high volume, resgient of the crooners of American popular
music. The voice of M.S. Subbalakshmi was born ihie technological atmosphere, and was
praised for its delicacy and power, as microphanade subtleties audible. As Weidman reports,

microphones also became a marker of modernityaaradsign of respect many musicians

demanded them even for instruments needing littiplification, like thenagaswarama loud
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double-reed wind instrument played in South Indiaifportant rituals and celebrations. Using
a 1947 political cartoon by Subbashri in the pagalKalki, Weidman observes that “the
microphone, as Subbashri's satire revealed, gagecrooncerts a peculiar kinship with political
speeches” (Weidman 2006:93). The raspy tonal geslitf early microphones and amplification
gave singing an aura of political authority by tralbassociation. Projecting the voice using this
technology gave implied authority over a sonic gpg@ceviously only achieved through the
power of one’s voice. This kinship with politicadesech through the microphone suggests
another way that changes in classical music’s teloigy was relevant to nationalist discourse.
Still today one can hear trucks driving throughidmdneighborhoods projecting political slogans
at piercing volumes, consuming the spaces througbhathey travel. This sonic authority over
loudspeakers is undoubtedly an ideal in performamdeere inspiration and musical subtleties
can be easily lost due to talkative audiences.

Overall, the advent of microphone and amplificatiechnology, and their predecessor
the gramophone, demanded new economies of musicg@ron and music-making, fostering
different performance techniques and differentr@agons for music between the performer and
audience. Gramophones also introduced a recorddaimento musical culture, with both its
limitations and advancements. For example, in #iby éwentieth century, gramophones
couldn’t capture the development ofaag, or the introductory section, tladap, because of its
limited recording time. Musicians adjusted by begng with complex elaborations that
showcased their virtuosity rather than settingmioed. Additionally, the recorded medium
became a new way to learn music. Hueu-shishya paramparandured a powerful challenge,
as young enthusiasts could purchase records dad tis sounds previously accessible only by
engaging with a knowledgeable guru. Claiming that‘Gurukulavasam is DeadMeidman

describes this change: “the repetition of musid&thby gramophone records was seen as a
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feature of modernity and science, while the 'refeetition’ associated with tigeirukulasystem
came to be seen as the opposite of all that wagmaohd scientific” (Weidman 2006:275). This
was a time when th@urukulg a translation of thguru-shishya paramparavas under attack by
critics who saw the use of technology as supedotransmitting exact reproductions of
compositions. By viewing the transmission of conipp@ss as the primary function ofguru,
knowledge about musical improvisation and expresgias devalued in these contexts.

The guru has to struggle against a stigma of itdhkality and against devotional
associations coded as pre-modern. This strugg¥edeet traditional pedagogical practices and
modern, technological and conservatory-based sgsstmck at the heart of the Indian musical
tradition. Theguru-shishya/gurukudystem was attacked as being old fashioned antitreps,
as relying too heavily on social structures subjegersonal relationships. Gurus, it was argued,
were subject to stinginess and the withholding afemal. Even so, new technology and
conservatory pedagogy never proved to be superipraducing high quality musicians. Often
too rigid, modern curricula excludes players whesgnt unique approaches, or—as in the case
of the slide-guitar—ostracized forms, players, arstruments that don't fit preconceived notions
of traditional music practicE. Often discussed by my interviewees in the slidiagu
community, standardization and the developmentusdioal curricula are important to the
acceptance of the instrument in Indian music gernngsrestingly, the slide-guitar’s lack of
standards and its multiplicity of techniques anehf® are more akin to the pre-codified world of
South Asian music, yet its future is unanimouskrsas inherently tied to standardization.

Ultimately, new technologies during the late Bhtiolonial period bolstered the rise of the

conservatory setting, with Western-styled acadendiegree requirements, and all the trappings

15 Maciszewski, Amie. 2010. “Pedagogy of Indian CleasMusic: Towards an Inclusive Gurukul.” Preseraed

the Society for Ethnomusicology conference formpysium on Indian Classical Music in honor of Nadir
Jairazbhoy. The concern over ineffective conseryatandards resurfaces periodically at Society for
Ethnomusicology conferences, where the declineusical excellence has been observed.
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Western education. This shift was motivated by aeneizing and nationalist drive to improve
the status of Indian music, having long-lastings@ultural repercussions over issues like

religion, language, and traditional pedagogy.

The Introduction of New Instruments into Indian Music

Just as new technologies filtered into South Asiiand) the British colonial period, so did
Western instruments. Before addressing the guitahapters four and five, it is instructive to
examine the vernacularization of two other instrotaento Indian music cultures: the violin and
the harmonium. Their experience will illustrate htthe absorption of new instruments into
musical genres can have dramatically different@uikes. The cultural and historical context
matters most. The violin and harmonium enteredaagound the same time as the guitar, during
the early European colonial period around the seesmth century. Their deliberate integration
and adoption into Indian music cultures occurrethenfollowing two hundred years of
European colonial rule, rather than in the latentreth century as with the guitar. Cultural norms
and nationalist ideals were much different befoididn independence and the guitar had not
made headway into Indian music before it arriveatkata in the form of a Hawaiian slide-
guitar in the 1930s. A clear distinction can be emadcomparing these instruments, while the
violin and harmonium are colonial-era vernaculdites, the slide-guitar is a post-colonial
vernacularization.

With a long history in India, the violin now predmates as the accompaniment
instrument in Karnatic music of South India.Simging the Classical, Voicing the Modern
(2006), Amanda Weidman examines South Indian vitid vocal traditions, focusing on

agency, expression, gender, and the violin’s ttemmsfrom a foreign instrument into one of local
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and cultural importance. Weidman identifies thdiais colonial context as pivotal in codifying
Indian classical music as a genre which coalesndénnationalist influence. The violin, like the
standard guitar, arrived in India during the e&iyopean colonial period, appearing in formal
and informal contexts as both European classighfalik music. Initially accepted into Indian
folk music, the violin was quickly seized from amats and elevated by the stalwarts of Indian
classical music. Praised for producing the coti@aal properties of Indian music, the violin
soon rivaled thearangias an accompaniment instrument, especially fattkty to mimic the
subtleties of vocal music. Its size and construcpimjected sound more efficiently than
indigenous bowed instruments and its associatidim the West enhanced its popularity. At the
time, the violin surpassed any other Western imipoproducing the appropriate qualities of
Indian classical music. As Weidman notes, the mayeomposer Tyagaraja himself favored the
violin, and other musical authorities echoed thiefgrence, dubbing it the “king of instruments”
(Weidman 2006:38, 47). The image of the violin,Iterad in the Indian context, projected an
aura of the modern, while its sound produced whialtijgenous musical aesthetics. The violin
was capable of producing all thautis,or twenty-two notes, within the traditional parsioigthe
octave,and techniques likmmeendthe smooth sliding between notes—both of which were
derived from vocaldayak) aesthetics (Lelyveld 1995; Subramanyam et al. 198presenting
the best the West had to offer, while also beinly ftapable of participating in Indian music
traditions, the violin accrued considerable symboépital in the ears of conservative
musicologists, and in the eyes of performers stgvo project the modern.

The violin also changed and arguably enhanced thewcalists sang. Since vocal
music accompaniment generally follows the singesaly mimicking the melodic flourishes
immediately after their enunciation, the violinlugnced what vocalists now dared to

accomplish in performance. It inspired them to éase tempos beyond that provided by the
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traditional accompaniment of tveena The violin's capacity to project sound helped icals
recitals migrate from private court settings irdgge and often chaotic public spaces. Vocalists
could then project their sound without worrying ablmsing the tonal basis of the accompanying
instrument. Becoming vernacularized at the same &imnew technologies appeared in India,
the violin offered the hope that Western importsldaontribute positively to Indian classical
music.

Also arriving and becoming vernacularized during telonial period, the harmonium
fared much differently than the violin. A keyedtinsnent that produces a harmonica-like sound
via the compression of air pumped by a bellows raeigm, the harmonium is like a small
piano, with increased portability. Being a fixedepi instrument, the harmonium is more
dependable than string instruments for keepingalestand correct pitch. That tonal center
provides an important harmonic backdrop for votsi@d instrumentalists, accomplished
traditionally by theanpura to provide the background tonal coloring of aaabhe
harmonium’s tone was also considered pleasing, avittild nasal quality, over which vocalists
could easily project. These traits made the inséninguickly popular in domestic and folk music
settings (Rahaim 2011). Unfortunately, it also lhdchctable disadvantages for performing
Indian classical music.

Matt Rahaim describes how classical stalwartsi@dithe harmonium for its inability to
produce notes between the standard twelve-tondevdasiusical scale (Rahaim 2011). Many
expressive aspects of Indian music glide betweéssnwith fluidity, touching the above-
mentionedsrutis. To correctly expresstaag like darbari kannadathe third scale degree must
be produced by adornment from above, touching tjigiharp to evoke the proper tonal
coloring. Thus, performers accompanied by the harmam had to conform to the instrument’s

tonality to avoid uncomfortable dissonances. ledffthe harmonium ruined the tonal
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characteristics of mamagaswhosesrutislanded in between the notes, thereby threatening
traditional forms of expression. As a result, tbegrnment-sponsored All-India Radio (A.l.R.)
banned it for almost 30 years. Despite this extrprogibition, and despite rejection by Indian
musicology, the harmonium nevertheless became b&euh Asia’s most popular instruments.

The harmonium and the violin both acquired symbddipital in South Asian music
cultures because of their Western origins. Thawviwhs adopted without any significant
structural modifications besides tuning alteratioiile the harmonium was seen by some as
incompatible with Indian classical music, it wav@gheless adorned with South Asian visual
aesthetics and remains a very common accompaningniment, especially in tabla solos. The
value these instruments accrued during the colg@abd mark them as perhaps bumpy, but
nevertheless successfully integrated colonial+egzorts.

Since they provide the closest comparatives, siithlar origins, the violin’s and
harmonium’s experiences can help us understankiiske@y and reception of the slide-guitar in
South Asia. Like the harmonium and violin, the stglitar entered through folk and light music
traditions, then underwent a rigorous evaluatiartess before being accepted. Besides
individual theorists and music-focused institutiomse of the most crucial organizations to the
evaluation of foreign instruments is All India Radi his venue was not only a public medium
for the promotion of new instruments, but it wasraportant arbiter of musical expression in
India, contributing to the codification processfhsther defining what was acceptable as Indian
classical music (Neuman 1980). All three of foreigstruments discussed here navigated
through public discourse and evolved conceptuaffering three different case studies of the
evolution of musical genres in South Asia. Theesligiitar distinguishes itself, however, by how
dramatically it has changed form and function, @l@kperiencing integration much later, thus

marking it as a post-colonial phenomenon. Moreietly; the slide-guitar has ascended amidst
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new movements in Hindu nationalism, economic libeation, and globalization, when different
concerns potentially governed Indian musical gedresan slide-guitarists, imbued with the
cultural capital of lineage, spiritual devotiondemiable talent, and modern sensibilities, take the
slide-guitar and transform its aura, making it mtnelian” than either the violin or the

harmonium.

This chapter has explored many musicological istussemerged from the interaction of
Western colonial influences with Indian musicaltatgs. Explaining the development of
colonial orientations towards Indian music and tieas in South Asia, we can better understand
the challenges foreign instruments face in becomergacularized into South Asian musical
genres. The codification of music theory and thelion of South Asian classical music created
dramatic changes in the material, structural amthgegical frameworks of music making and
production. The institutional shifts and alteraion performance practice produced by new
technologies resonate with similar tensions togdaging challenges to slide-guitarists similar to
those experienced by violinists and harmonium pkayEhe transmission process is integral to
the longevity of instrumental traditions, yet theg beholden to social issues and cultural
transformations, which while far removed from teehnical aspects of performance, have a
strong effect on altering performance practices.

Before providing a more focused history of the guih South Asia, it is necessary to first
address the role of gender in South Asian musiti@g. The history of patriarchy and the
maintenance of gender roles in South Asia shapevimwnderstand participation in musical
performance, especially by women. The social terssibis reveals persist from the colonial

period into the modern day.
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Chapter 3: Gender, Music and Indian Nationalism

Parallel to my ethnographic work with the slidetguin India, an examination of gender
issues reveals the incipient cultural orientatidesneating the historical and modern-day reality
of socially mediated performance boundaries anthagss. Today, women slide-guitarists are
celebrated in the performance community and inipuatherings of slide-guitarists such as the
Indian International Guitar Festival. | observedegual, if not a higher percentage of women
performers of all ages participating in the contpets. Gender egalitarianism has not always
been the case in Indian music cultures, and thapteh is dedicated to understanding the shifts in
gender roles that took place in modern Indian hys@rawing from historical events, colonial
legislation, nationalist rituals, Indian literangdires and productions of nationalist music
featuring the slide-guitar, | will show some of thiays that the development of a national
identity in India affected gender norms.

The nineteenth century Indian cultural renaissameated new conceptions of the nation,
enshrined in literature and music, which contributea narrative of revolution, freedom, and
sovereignty that remains relevant today. In crgftimodern ideals for the new Indian nation,
ideologues sought to control how women were repitesein the performing arts. Paralleling the
codification of classical music genres discussethénprevious chapter, the campaign to end
women'’s roles as temple dancers and musiciansuth3ndia illustrates the sanitization of the
modern Indian woman. Parallel to my emphasis orptheess of vernacularizing the slide-
guitar, terminology from performance studies, sasheplica, re-population, reconstruction,
renaming, re-situating and restoration, offersféectve way to analyze the process through
which gender roles inscribed onto performing aetsrgs. Increased music education for women

occurred simultaneously with the adoption of strgstrictions on women'’s behavior in
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performance, emphasizing chastity, subserviencecanfibrmity to newly-conceived Indian
cultural ideals. Reflecting the scholarship of sliiern studies, we can see how the resistance to
foreign cultural hegemony occurred through thenregtdion of both Indian femininity and
masculinity, reinforcing a dichotomy of traditioredd modern.

By criticizing the politicization of the motherlarsymbolism in India, this chapter shows
how the slide-guitar has been implicated in théquarance of Hindu nationalism, patriarchy and
modern conservatism. The pervasive symbol of tdeimnation as the motherland equates the
country’s borders with women’s bodies. Thus, @épropriate that my early ethnographic
fieldwork experience led me to the Wagah bordeenh first encountered the Indian national
song Vande Matararh(“Hail to the Mother”). Understanding the songjerary origins and the
recent political contentions over its performaritestrates its present-day interaction with
patriarchy and Hindu nationalism. | also encourdékéande Matararhduring my studies of the
slide-guitar, since a new and popular productiothisf song features one of the most prominent
slide-guitarists in India, bringing this foreigrstrument into the heart of a nationalist
composition. In examiningVande Matararhother relevant threads to the slide-guitar emerge
including commentary from Rabindranath Tagore, vehwosisic is primarily interpreted by slide-
guitar players in Bengal.

While this chapter highlights the challenges arsliagtions women have faced in the
performing arts, patriarchal and nationalistic grdt norms have harmed Indian men as well,
reinforcing strong-man stereotypes and misogynylendamaging the reputation of South Asian
culture internationally. The promotion of mothedasymbolism has largely exploited women,
teaching men that women’s bodies are tantamousdriquered terrain. This feminist critique is
supported by scholars of conflict zones aroundatbied, but in this chapter | show the negative

effects of the nationalist imperative as it diratdgyaze on the marginalized and disempowered.
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Nationalism has motivated the codification of ttamtal Indian music styles just as it has shifted
women's roles and rights from the colonial periadvard. By analyzing the productions of
nationalist media likeVande Matarani we can better frame our contemporary understandf
the relationship between gender and performant®dia, and how it has molded today’s

performing arts scene.

Colonial Era Battles Over Gender Roles

The restructuring of performance arts communitielhdia was the result of social
movements that often focused their gaze on womelés. Both colonial and Indian efforts to
control and protect women resulted in ideologictlbs that were integral to the nationalist
movement to modernize cultural and religious norfftevoked by European chauvinism, the
affronts to Indian culture inspired a nationalmspierative to reevaluate the morality of public
behavior, religious ritual, and eventually performoa practices. What follows details pivotal
affronts to Indian cultural sovereignty, which irsg many acts of resistance, directed
externally at the British, and internally at Indaomen.

In the early nineteenth century, the British adstiation in Calcutta established a series of
laws, including the 1829 abolition e&ti (widow-immolation), and the 1856 widow-remarriage
act. Feeling that their sacrosanct traditions werder attack, Indian conservatives furthered
politically salient nationalist sentiments as a neeaf resistance to colonial meddling. As Tanika
Sarkar notes, “thsatiwas an adored nationalist symbol, her figure représg the moment of
climax in expositions of Hindu nationalism” (Sark001:42)Immolation was held up as a
noble sacrifice, a trope that would dominate natiish literature, anti-colonial action, and

political symbolism. Theatiideological battle was one of the first organizedigcts of Hindu
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nationalism during the British colonial period ahtlas been characterized as one of the socio-
religious causes of the bloody 1857 rebellion, a¢észarded as India’s first war of independence.

Successful legislative reform campaigns were fralmethe British as positive outcomes,
even moral victories, of colonial rule. Back in Eagl, satibecame symbolic of the
backwardness of Indian culture, inspiring colos@ior narratives that spread quickly in
popular culture. Anand Yang has observed shsitaws were, “aimed at entitling the British
with the right to proclaim the superiority of themwn values, and ultimately, to justify their right
to rule” (Yang 2008:16). By promoting a narrativiedecline under the already fragmented
Mughal Empire, colonial history writers framed Soésian society's moral status in
provocative terms. Just as the British were imntiartey the shock o$atiin colonial art and
literature, Indians were re-evaluating their traai$, organizing and pushing for competing
reforms.

Directly aimed at Hindu social customs, colonigistation was also supported by some
indigenous elites, who launched campaigns debé#tmgnerits of cultural reform. Notable
intellectuals from the Bengali Renaissance, sudRaas Mohan Roy (1906), endorsed
modernization, promoting their own ideas aboutureltand provoking a re-evaluation that
challenged social and religious norms. In contrasgl, agricultural, and tribal communities
provided some of the most extreme resistance twmsf. Religious conservatives with extensive
reach into the countryside did not hesitate to led@fspirituality and nationalist politics, enagtin
their own reforms as a revival of traditions. Aeault of anti-imperialism and populist identity
politics, the diverse religious pluralism of Indi@alesced during this time into larger units.
Taken together, this political world circulated mipins through journals, magazines and
newspapers in various languages, creating a ricketpdace of ideas dominated by male voices.

Amidst this, modern Hinduism took shape with thpegrance of influential figures like
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Dayanada Saraswati, who toured India promoting pleéosophies about worship and practice
(Jordens 1978). New religious communities likeAlnga Samaj gained prominence, adopting
controversial ideas, such as reconversion backriduism via thesiddharitual (Jones 1976).
When the Arya Samaj opened their places of worghgreate a community structure open to all,
including many different castes, it drew the ira@raflitionalists. The Arya Samaj and the
intellectual inheritors of the Bengali Renaissaamebut a few of the modernizing movements
that challenged traditional values during the ci@bperiod.

Anti-colonial and Hindu nationalist sentiment ingal many visions of modern India, but
it predominantly emphasized the preservation dfiti@n in the domestic realm where colonial
influences had much less control. Nineteenth cgrdacial reforms promoted symbolic
divisions between genders, theorized in Parthat@feg's construction of a bi-furcated sense of
inner andouterexpressions of Indian national identity (1993:33.rAentioned previously in the
chapter on theory, thanerrefers to traditional Indian culture, representad apheld by
women'’s roles in society, whereas theéerdescribes a more modern Indian culture, upheld by
men’s roles in society. This symbolic dichotomy eleyyed most aggressively with women, who
represented an inviolable interiority bounded bgndsticity under the control of Indian elites.

Colonial social legislation and Western influenaese an affront to South Asian cultural
authority, inspiring thewadeshmovement—which promoted self-rule and rejectedifpre
cultural and material imports. As a result, Indieemen who pursued Western education or
technology during this time were severely ridiculdd Chatterjee notes, cosmopolitan
nineteenth and early twentieth century Bengali wonvere also attacked for adopting Western
customs or clothing: “To ridicule the idea of a Bah woman trying to imitate the ways of a
memsaheb... was a sure recipe calculated to eankeus laughter and moral condemnation in

both male and female audiences” (Chatterjee 1989.&bsmopolitan trappings were regarded
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as immoral, and the perceived, decadent Westernawamas rejected in favor of the chaste
Hindu woman. This became a nationalist ideal, @éliengh it actually replicated many Victorian
ideas about modesty and proper women'’s behaviomékicsubjected to shaming and abuse by
their own community didn’t find this irony very asing.

Patriarchy in South Asia increased as acts of obatrer the South Asian female body
became translated as anti-colonial resistancdindu Wife, Hindu Natioii2001), Tanika Sarkar
examines Indian cultural nationalism through aditg and historical lens, showing that when
they were faced with colonial oppression at thétigal, economic and cultural levels, influential
religious, social and political conservatives tutmeward to the familial domain as the last area
where they could exert power. Sarkar writes, “liadien, imposed modernity was represented as
a series of deprivations, then nationalism coulabase its emancipatory project only by enclosing
a space that was still understood as inviolateyraarhous” (Sarkar 2001:26jamely the
domestic realm.

Other scholars such as Lata Mani (1987) have dootedd¢he absence of women’s agency
over Indian cultural practice and national symbsisce Indian male intellectuals and British
male administrators instead fought for ideologgagberiority, as in the 182atilegislation case.

In Can the Subaltern Speak?010), Gayatri Spivak famously describes howdblenial
engagement witkatiwas broadly construed as “white men saving browmemfrom brown
men.” These women were ultimately pawns in a steiggtween British and South Asian
patriarchy. Patriarchal restrictions on gendergolere framed during the colonial period as
morally correct expressions of national pride, wrscbsequently spread throughout popular
culture and nationalist ritual. The roles womeryptaSouth Asian performing arts today were
molded by nineteenth century social movementsatfig the conjugal dynamics born of the

colonial encounter with the British.
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Patriarchal Reforms in the Performing Arts

Having a direct effect on the performing arts, igathal reforms motivated by nineteenth
century Indian social movements became centralddemization, promoting a feminine ideal
founded on chastity and bodily control. Hegemotiocdures subsequently created classical
genres from a privileged position, imposing it sdigiand economically on the less-privileged
classes, including performing artists. Throughlémes of Antonio Gramsci’s “cultural
hegemony” and Edward Said’s “orientalism,” Chakrdy¢1998:108) observes how those in
power inculcate their ideals into the cultures vehdiey exert influence—in this case—molding
performing arts traditions to their vision. Thicgen takes examples from the treatment of
devadasiskathakdancers, and women performers of classical maositustrate the effects of
nationalist social reforms on performing arts comities in India.

In the first half of the twentieth century, the\drito create proper classical forms
provoked a campaign agairsvadasispr female temple performers. The temple dancing
tradition, amongst other forms of public women’sfpenance, was immediately identified as
immoral by the colonial gaz®evadasisn particular, who were known to be consorts offem
priests, were vilified and in turn targeted by $o#isians looking to both elevate the new moral
standards of the performing arts, and increase the status in the rapidly shifting economics
of modern South Asia. Amanda Weidman addressesntnement, focusing on the life of M.S.
Subbalakshmi, often praised by music critics as'tbee of the century” (Weidman 2006:146).
Born as alevadasand married into the Brahmin caste, Subbalakshasi avchild prodigy who
exemplified the new ideal Hindu woman, abandonimgtsocial reformers viewed as an
immoral performance tradition, and turning to parfance practices that were detached from the

decadence and corporeality deemed threateningtmtidern Indian moral compass. Underlying
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the disapproval of women’s public performance wargcisms of physicality reflecting a
mixture of conservative Hindu, Muslim and Victorigrfluences. Removindevadasigrom the
temples was fundamentally controlling the publi@ge of Indian women, both in religion and in
the newly codified performing arts cultures. A fésdi conservative ideologies and their
imposition (by her husband and manager), Subbataikskocal performances were molded to
deliberately deny her corporeal form (Weidman 2026). When rarely allowed to perform in
public, women were completely restricted in the&id movement, compared to the dramatic
gesticulations by male vocalists (Rahaim 2012)oAs of the most famous playback singers
later in her career, Subbalakshmi’s voice was serpotwith the movements of dozens of
Bollywood film actresses, divorcing her voice frover body. Subbalakshmi's disembodied voice
filtered over the airwaves, projecting the souna @dithful, chaste and reformed Hindu woman,
expressing a reformed and nationalist gender ideal.

The ideological campaign of purity and moralityédorm thedevadasigventually
produced a new classical dance fobmarata natyamAccording to Rukmini Devi, “music and
dance had to be rescued from the hands of degenenaidasisand taken up by women from
respectable families” (Weidman 2006:120). Thisnefeot only to upper-caste Brahmins, but
also to women from other castes, which were theremelcome to participate in the performing
arts as the musical culture shifted from the coanis temples into conservatories. According to
Lakshmi Subramanian, “the campaign againstiheadasistherefore, naturally entered the new
cultural project undertaken by the Madras elite wigoe in the process of recasting the tradition
of music and dance, secularize it, and make itssibke to the middle class” (2006:132). The
secularization noted by Subramanian remained alHnmmimative endeavor, privileging the
majority Hindu population’s traditions in the drit@ modernize. With power resting in the hands

of reformed Hindu elites, even India’s socialistiéng government attacked the temple dancers,
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banning them in 1947, as a symbolic gesture of mmityeto accompany independence. With
their cultural value drastically alteredievadasidransitioned to schools, conservatories and
academies, yet they never recovered from the whgeoral corruption and stigma as prostitutes.

Rachmi Diyah Larasati's (2013) term, teplicacan help illuminate state-sponsored
nationalist efforts to mold performing bodies. Feed on Indonesian performance cultures,
Larasati usegeplicato characterize a more recent generation of pedsiwho came of age
during the long military regime of the late twetttieentury. Newly codified performing arts
genres formed after the brutal 1960s purge of amfliof communist “sympathizers,” deemed to
be subversive, including many artists and perfosm@haracterizing the violence as an erasure
by the state and then a subsequent cultural recotisn, Larasati writes about her upbringing in
the aftermath of the communist purges, where sharbe a prime exponent of a new style of
folkloric dance, manufactured by state censorsrépbca. Her brave exposition of this history
can help us understand India’s vast codificatiarcpss. While the Indian context didn’t result
from one dramatic violent event, nationalist gendeblogies transformed many traditional art
forms, restructuring economies and ruining the@aref many talented performers who failed to
conform to modern Indian morality and femininigharata natyanperformers replicated
traditional dance forms in a newly sanitized ad#thattempting to erase unacceptable symbols
and practices.

Other dance traditions also succumbed to the magiion/sanitization process via
codified gender roles. Concerned with represemntatad overt sexuality and feminine
empowerment, regional classical dances likesg kathakand other women's performances
were “cleaned” up. During the British R&pthakdance experienced a sharp decline as both
British administrators and indigenous elites pun ithe same category as tthevadasigWalker

2014). While privately accessing the pleasureti@htiutch(dancing) girls, colonial officials
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disparaged their art form as seductive, which emlyanced the negativity women dancers felt
from Indian ideologues and nationalists. Attackirgglitional dance forms as debauched
entertainment, nationalists reformulated an Indiance tradition that was properly classical and
chaste, often by framing it as a revival of trazhtil values.

Matthew Allen affirms the drastic changesimarata natyamilluminating the historical
and technical details codified within this danceripwhich transformed it into India’s national
dance. Allen's premise challenges the term “reyiwehich claims a pure art form existed long
before Muslim and British colonialism. Finding “ie&l” far too limited, Allen argues for
broader terminology:

a re-population (one social community appropriatirractice from another), a

reconstruction (altering and replacing elementepértoire and choreography), a

renaming (from nautch and other termbharata natyar)) a re-situation (from temple,

court, and salon to the public stage), and a rastor (as used in Schechner 1985:69, a

splicing together of selected "strips"” of perforimatoehavior in a manner that

simultaneously creates a new practice and invenkssdorical one). (Allen 1997:63)

As Allen observes, the revival process often takea celebratory sheen, erasing the sources of
tradition and inspiration not conforming to the doamt nationalist discourse. The development
of bharata natyammirrored the creation of classical music canonsdha, since it retained a
sense of interior spirituality, addressed in chapte’s theoretical section on the voice, while
meeting the moral requirements of a proud new mdiadernity.

The study of proper and traditional forms of mustcame a virtue for the modern
family. As India’s leading pedagogue responsibterflusing Hindu ritual into the classical
genre, V.D. Paluskar made it his nationalist missmeducate women in respectable music
(Bakhle 2005:281). Women were to play classicarimsents with poise and perfect posture,

with little corporeal expression, downplaying vty in women's performances. In fact,

women's performance in public, after the algiradasicampaign, was practically unheard of,
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yet musical practice remained an integral part oflemnization. Knowledge of classical music
for women was linked with domesticity, and as swels promoted in the media, in
conservatories and in the idealized modern Hindusébold.

Referencing an article by Subramanian (1999a), ivardwrites, “the reorientation of
music and dance-performance style, repertoiretlamgerformers themselves — toward an
urban, largely Brahmin, middle class - was paw tfanitizing’ mission that emphasized the
spirituality of Karnatic music and Bharata Natyaweotheir sensual aspects” (Weidman
2006:129). This sanitizing mission suggests a sehparity from within, a uniquely Indian
interiority, where subtle gestures, rather thardeligplays, expressed a pure voice, divinely
inspired. Purity has always been central to constrg caste and social hierarchy in India.
Scholars have routinely identified the notion ofipuat the core of Hindu beliefs, making it no
surprise that modern campaigns for purity and dyastthe performing arts focused so much
on this moral directive in order to mold performipgdies to represent national ideals.

In exploring the effects of the nationalist, arglanial and modernizing movement on
India’s classical dance forms, Pallabi Chakrabarsyng similar theoretical arguments that |
apply to the slide-guitar, emphasizes how changésa art form are “emblematic of Indian
national identity and national ideology to a new ef cultural contestation” (2006:117). As
nationalists crafted the ideal Hindu-woman as regméative of Indian purity, performers and
theorists adjusted their practices to new modesmesentation, thereby codifying art forms like
bharata natyamThe following section explores how nationalistlapiritual ideologies
converged in the artistic manifestation of mothadlaymbolism, creating and reinforcing gender

norms through images that would come to represepeaifically Hindu nationalism.
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The motherland symbolism enshrined in Hindu natishpropaganda is one of the most
common metaphors used today to express connectitve indian soil. My fieldwork
experiences repeatedly exposed me to these mesajpipiring questions about the
construction and utility of a symbol that conflategionalist boundaries with a Hindu deity. As |
learned about the slide-guitar in India, |1 was esqubto myriad ways this image has penetrated
social life and nationalist ideals. The belovedarat! literature, poetry, film and songs of Hindu
India frequently draw from the symbolism of a matgeddessrfataran), which is equated
with the land, rivers and nature. In examininghistory and utility ofmataram this section
provides context for understanding how gender besomtertwined with the idea of the nation.

By the beginning of the twentieth century, thataramsymbol had been incorporated
politically into the anti-colonial movement, repeesing the spirit of the Indian nation, purposely
gendered to promote an image of female fragilitg 0 inspire masculine protectiveness.
Despite this modern construction, the history geadered association with the land easily
predates the encounter with the West. Since antireas, the feminine power of the goddess
Kali has been attributed to Kolkata and its rivéesierritory (Barbiani 2005). Worshipped by the
Shaktasect of Hinduism, Kali embodies the fierce incéioraof Durga, the mother-goddess that
is typically superimposed over an image of Indratsdern borders as timeataramsymbol.
Scholars around Kolkata speculate that goddesshpoderived from matrilineadivasij or
tribal cultures, predating Hinduism’s consolidatiand endured because of the connections it
made between spirituality, nativism and the larfte Pphrase of “sons of the soil” appears in
Bengali poetry and the related notion of a mottategss, has been widely disseminated across

India after its politicization in the late ninetéertentury.
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First published in 1881 during the height of thenBali Renaissance, Bankimchandra
Chattopadhyay’s popular novehandamatt{Chattopadhyay 2005) greatly politicized the
motherland symbol in Indian culture. Set during tigreible 1770s Bengali famine, the book
framed colonial activity in India as crimes agaithg soil. Inspired by IndiaSanyasi Rebellions
between the 1760s and 1780s, and infused withabgign of the more recent 1857 rebellion,
Anandamatis depiction of a war fought by indigenous asce#igainst colonizing forces
promoted courageous sacrifice to protect the nafibese ascetics worshipped the mother
goddess as the nation, swearing fealty to her aeadigjious lines and singing her praises with
the song Vande Matarani.

Chattopadhyay’s narrative takes on spiritual artdvisa qualities while simultaneously
promoting the Western ideology of the secular masi@mte. By reconfiguring the sacred symbols
in a nationalist lightAnandamathrenounces spiritual differences to focus devolienargies
into a more visceral, familial connection to thd.g0hattopadhyay asks, “Do you both renounce
your castes? For all Children belong to the samstecén our work we do not differentiate
between Hindu or Muslim, Buddhist or Sikh, ParseParaiah. We are brothers here — all
Children of the same Mother India” (Chattopadhy@0299). In Hegelian terms, we find here
thespirit of the nationwhose deterministic trajectory towards freedomieen reconfigured
into the fulfillment of Hindu-normative secularisand thinly veiled traditional gender roles.
Men must fight and die for the country, while wommeast carry on the fight in their wombs as
representatives of the nation.

Female characters in th@mandamatmarrative face a moral quandary: they must choose
devotion to the nation over love, making duty aadriice the ideal. According to Tanika Sarkar,
Anandamatiplaced the idealized Hindu woman at the crux dfdis cultural nationalism,

claiming that Chattopadhyay viewsdti as symbolizing the “last hope of a doomed nation”
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(Sarkar 2001:42). If women represented the natiibim tiveir behavior and their bodies, strict
gender roles and martyrdom were justified with ipétr fervor. The purity of an idealized Hindu
woman, conflated with the idea of the nation créatenotherland trope that quickly captured the
imagination of Indian nationalists.

Anandamattexplicitly glorifies the pure Hindu woman, whos&sfce and chastity
bolster the nation's image. In this way, the liici@tempted to define social and moral
principles for locating the position of women iretimodern’ world of the nation” (Chatterjee
1989:625)Thus,Anandamathnitiated the modern nation-building game in Soigie, in the
symbolic form of what Franz Fanon (1963) calls, fiterature of combat.The national
awakening has thereby been thrust into the artsratiee realm of ideas, inspiring sacrifice
towards the inevitable achievement of self-reprizdeam, while also creating a sacred aura
around national boundaries.

Within both Indian and colonial consciousness,pgbency ofAnandamath’snotherland
symbolism cannot be overstated. In response tesBmrblonialism, India’s already-patriarchal
society firmly outlined a gendered and nature-dadropposition between East and West. As
Jasodhara Bagchi observes:

the masculine Occident conceived the Orient agnénfae image. Ironically the

nationalists conceived their own country as thegneother figure in keeping with the

sanction derived from the religious practices aidii Bengal. This helped to Hindu-ise
the tone of nationalism in Bengal. By representhrgcountry as a Hindu mother/goddess
the nationalist culture helped to inject a sigmifitorder into the struggle to rejoin what

is intimately and unmistakably one's own. (Bag®8d:65)

According to Bagchi, Hindu culture appropriated itimage of the goddess Shakti for nationalist
ends, while also infusing British morality into almeady restrictive view of women's roles. Thus,

the same politicization process described in thification of women'’s roles in the performing

arts is being enacted here with the motherland s¥isth. Women and the mother goddess are
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conflated, positioning the nationalist drive as éla¢horitative vision of how the modern Hindu
woman should behave. Partha Chatterjee adds, “giecgpiritual domain was the weapon in the
hands of the nationalist, the glorification of merhood was the double refined spirituality that
was used as a major mode of representation byehgdd nationalists” (Chatterjee 1989:249).
In this context, Hindu spirituality becomes theipcdl force that ensures South Asian freedom
from colonialism.

Chattopadhyay’s most enduring creation is the $dagde Matarar) which was
adopted by many groups in tegadeshindependence movement, particularly after the ®riti
attempted to partition Bengal in 1906. The chanthtivande Matararhbecame closely
associated with the independence movement’s vielements, prompting many Indian leaders
to re-evaluate the musical composition that hadieca national rallying cry. While/ande
Matarani has undergone significant changes to be plac#ueatenter of the national
imagination, with many of its more bellicose lyrieslacted, the phrasande mataranitself
continues to be chanted at nationalist events amagted in popular culture. The evolution of
the motherland symbolism and the politicizatiortro$ imagery shows how dominant classes in
India have impacted the performing arts, using pispuy Hindu spiritualism, and anti-colonial
sentiments to promote a nationalist agenda thdoeggpemininity in the quest for self-

determination.

“Vande Mataram”: India's National Song in the Golden Age

This section explores the compositiorahde Matarani directly connecting it to my
fieldwork and research on the slide-guitar in Indiailluminating the enduring controversies

over this song, my aim is to show the relationglg@pween nationalism, spirituality, gender and
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the performing arts. Just as the slid-guitar hanlaecepted into the traditional and spiritual
aspects of Indian music through a politically cleargtructural and aesthetic transformation, so
has the image of the motherland become a poliiicdlvia the ubiquity of the composition,
“Vande Matarani

For more than 125 years, the song and slog&ande Matarani has been one of the
world’s most recognized son§sOriginally written insadhu bhasar the older form of Bengali,
“Vande Matararh(called “Bande Matararhin Bengali) has been continuously remade, with
more than a hundred versions recorded in the tetntentury. Narrowly missing a designation
as India’s national anthemyadnde Matararhnevertheless holds the status of a national song,
recited at nationalist rallies and schools, andinely played before important political radio
broadcasts. Controversial for its overt Hindu oweess, its motherland metaphor is rarely
guestioned.

| became aware oVande Matararhearly on in my experiences in India and heard or

discussed it throughout my time at language trgimstitutes between 2010 and 2015, in both
Jaipur and Kolkata. In the summer of 2010, | obséthe infamous Wagah border crossing
ceremony, whereVande Matararhwas used as a weapon, chanted against the eneiing o
other side of the India-Pakistan border. At Wag&ande Matararhis part of a highly
choreographed daily ritual where military pomp, raudance, and chauvinist taunting
accompanies the lowering of the flag on each sideeoborder'’ After witnessing its symbolic
capital at the border, | encounterathhde Matararhin numerous productions from A.R.

Rahman’s (1997) album commemorating fifty yearsxdependence, to a version sung by Lata

6 http://www.mustrad.org.uk/articles/mataram.htthis website details the global popularity of #ong along

with other interesting facts about “Vande Mataraanti Bankimchandra Chattopadhyay.

The following references describe the eveiVagah in detail;

Butalia, UrvashiStepping Across the Line at Wagah Borded 3.
http://india.blogs.nytimes.com/2013/08/16/steppatgess-the-line-at-wagah-border/?_;r=0

Jacobs, FrankReacocks At Suns@Q03http://opinionator.blogs.nytimes.com/2012/07/03fme&ks-at-sunset
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Mangeshkar set to video directed by Bala and Kainiked98*® “Vande Matarartis ubiquity
indicates how popular it has become, but | wasupetvare of the long path this song had
traveled to enter mainstream Indian culture.

A few years later, while involved in the Kolkata sieal community, | attended an album
release party of producer and tabla maestro Biks&imsh, whose newly produced (2012)
version of Yande Matararit® was to be broadcast nationally, preceding the @ritmister's
speech on India’s Independence Day, August 15,.2I04i8 new rendition boasted over twenty
master musicians of different backgrounds in allgigtylized eight-minute video that pans
through scenes of a diverse Indian culture. Ghagrson includes few lyrics beyond the title
phrase, yet it fills the narrative with regular nwas interpolations featuring instruments that
represent India's traditional and modern musicaktituency. Included in this production was
the senior slide-guitar performer, Vishwa Mohan 8hdis appearance confirms the slide-
guitar’s vernacularization, since the instrumemt naw be found in the most important national
song of Hindu India. As thrilling as it was to fitide slide-guitar so prominently represented in
“Vande Matarani other aspects of this production, including gemdered symbolism of the
motherland and the Hindu normative narrative ositsject matter, posed further questions.

In this new Vande Matararhvideo a young girl meanders through all the ssdneking
forlorn, as she frequently glances at her foreavhere she reads the tattooed phrasante
Matarani in devanagariscript (Sanskrit and modern Hindi’s standardizatpfc What inspired
the image of this sad girl, branded with this nagigst mantra? According to Stuart Hall,
identification is constantly mediated, shifting anteracting, yet it retains its basic foundation a
the level of the physical body (Hall 1996). By atiog symbolic associations, the baseline self

after birth is modified through time and social texis. Hall uses Stephen Heath's notion of

18
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Bala and Kanika, sung by Lata Mangeshkar. 1888s://www.youtube.com/watch?v=ACmGXktTxco
Ghosh, BikramVande Mataram2012 -https://www.youtube.com/watch?v=ag-0-oH_qvk
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suture(Heath 1981jo describe the graphic process of attachmentwdyrencountered ideas
about the self. Thus, this tattooed young girl @spnts the responsibilities accorded to Indian
women through their biology, compounded by a tradisteeped in the patriarchal worship of a
mother goddess-as-nation, entwined with anti-callgmolitics.

Notions of Hindu purity underlie the image of thastooed girl, where the innocent and
helpless motherland must be protected from poltutip the “other.” Ghosh's video presents no
antagonist, but the girl's melancholy demeanoresges an existential dilemma where she must
accept her fate as a symbol of Indian traditioneurtde gaze of doting onlookers. How strange is
this choice of imagery? What is the fate of thisiyg girl? Is she to be a martyr for the country
like the female characters depicteddimandamat Why did the producers choose a girl who
looks so stereotypically non-Indian? Because tloeyction’s depiction of the motherland and
the aura surrounding this song are sacred to Huadionalists, my questioning may elicit
negativity from those unwilling to unpack this dersymbolism.

Just like Ghosh’s remake, most compositions invgKvWande Matararhtypically
feature the tonality afaag deshyvhich | will detail in the chapter on repertoirether on.Raag
deshis a common tonality for other patriotic music anid closely associated with Indian
national pride. The symbolic imagery associateth wifferent ‘Vande Matararhproductions
run the gamut from fierce Hindu chauvinism to sacuiclusivity. Ghosh's version promotes a
positive and inclusive sense of the motherland|enviso creating new modern meanings, best
characterized as advertisements—with flashes dfity@oclaiming that “India is cool!” and
“India is fun!” The video promotes Indian culture a colorful tapestry, populated with
characters representing Hindu, Muslim, Sikh aneotgligious persuasions as well as
traditional and modern signifiers, both visual aodic. ‘Vande Matararhhas evolved into a

secular, all-inclusive and joyous slogan of a nedid. Unfortunately, the young girl’'s image
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revives some damaging symbolism, reinforcing tmedie body as the site at which the nation is
established and maintained.

Recent studies of war, violence and nationalisueleanphasized the relationship
between women's bodies and nation building, eslheaiacolonial and post-colonial South Asia
(Mills and Sen 2004; Kandyoti 1991). The motherlametaphor makes an explicit connection
between women and the nationalist project, whezddmale body provides a “boundary
marker” demarcating ideologically or ethnically @gpd communities (Evangelista 2011:1).
This association becomes horrific in ethnic or @eah violence where rape is constituted as a
“symbol of conquered terrain” (Ranchod-Nilsson dédreault 2000:20). The cultural
production of symbols that promote gendered assoogwith the nation thus become very
dangerous for the women they idolize since thetié®become a focal point for nationalist
aggression and manipulation/dnde Matararhperforms this function in music, uniting images
of gender and nationalism, and tasking women viiéhbturden of the nation, inseparable from
their bodiesNew versions of Vande Matararhremain potent, mainstream symbols of the
nation, and still arouse controversy despite effartredefine, secularize and sanitize its more
divisive meanings.

Long before Ghosh's remake, the lyrics \dafide Matararhwere altered over political
controversies. As resistance grew to the song'®sition in public life, the overt Hindu-centric
elements were redacted, leaving only the first $temzas as India’s national song. The complete
lyrics of “Vande Matarani translated into English by Sri Aurobindo Bhoaeg:

Mother, | bow to thee! Rich with thy hurrying stnes, bright with orchard gleams,

Cool with thy winds of delight, Dark fields wavikipther of might, Mother free.

Glory of moonlight dreams, Over thy branches &lgrstreams, Clad in thy blossoming trees,
Mother, giver of ease Laughing low and sweet! Mptfkiss thy feet, Speaker sweet and low!
Mother, to thee | bow.

Who hath said thou art weak in thy lands Wherstterd flesh out in the seventy million hands
And seventy million voices roar Thy dreadful ndrom shore to shore? With many strengths
who art mighty and stored, To thee | call Mothedd.ord! Though who savest, arise and save!
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To her | cry who ever her foreman drove Back fapain and Sea And shook herself free.

Thou art wisdom, thou art law, Thou art heart, goul, our breath Thou art love divine, the
awe In our hearts that conquers death. Thine tlength that nerves the arm, Thine the beauty,
thine the charm. Every image made divine In ouiptesiis but thine.

Thou art Durga, Lady and Queen, With her hands strdke and her swords of sheen,

Thou art Lakshmi lotus-throned, And the Muse adnemtoned, Pure and perfect without peer,
Mother lend thine ear, Rich with thy hurrying stnes, Bright with thy orchard gleams,

Dark of hue O candid-fair

In thy soul, with jeweled hair And thy gloriousilemdivine, Loveliest of all earthly lands,
Showering wealth from well-stored hands! Motheatlrer mine! Mother sweet, | bow to thee,
Mother great and free

Rich with naturalistic metaphors, the second staxgdicitly endorses anti-colonial
militarism, and the fourth stanza invokes Hindu hestgoddess archetypes. As suggested above,
Hindu elites immediately embraced the song’s nattivand connections to the land but non-
Hindus eventually found it troubling. Sabyasachaacharya (2003) describes the political
debates surrounding the song’s candidacy for tim@hof being India’s national anthem, which
it lost to Rabindranath Tagore'3dha Gana Mand The subsequent impulse to secularize the
song met resistance from right-wing Hindutva growp® regarded it as crucial to fostering a
Hindu-normative national consciousness.

Campaigns since independence, and as recent asHiz@6attempted to mandate the
song in all public schoofs,sometimes producing riots and protéét€onservative Hindutva
websites and publicatioftsstill call for its performancen toto, at all national events, and BJP-
Shiv Sena Representatives have argued that “toimemthis country, you have to recit¥dnde

Mataram”?* Conversely Indian Muslim®, Sikhs?® and other non-Hindus have opposed the

The lyrics to “Vande Mataram” translated by Surobindo Bose available across numerous websites.
www.sanyal.com/india/vande.htrahdwww.outlookindia.com/website/story/vande-mataram-slong/232360
“BJP vs Congress: It's Vande vs Kandalfssian Age 28 August 2006. Details compulsory “Vande Matafam
22 «Boycott Threat Over Indian Song” 2006tp://news.bbc.co.uk/2/hi/south_asia/5300996.stm

% Hindu Janajagruti Samiti websitdttp://www.hindujagruti.org/activities/campaignstioaal/vandemataram

2 Lakdawala, M.H. “Vande Mataram is back as adiato beat Muslims with”
http://www.milligazette.com/Archives/15082002/1508250.htm

Rahman, A Faizur islamicvoice.com/September2006/Controversy/indgxmandeMataramandtheMuslims
% “Singing of Vande Mataram against Sikh tendits://www.tribuneindia.com/2006/20060907/delhi. k.
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performance ofVande Matararhas their national song he source of the songnandamath
also glorifies the killing of Muslims and frames mbn-Hindus as foreigners to be ousted from
India, and all religions to come together undetatty of the nation. Ultimately,Vande
Matarani—as a national song—alienates non-Hindus fromusicln into the nation.

National songs and anthems express the valuesiependence movements and choosing
which song represents the nation inevitably piieg some revolutionary ideologies over others.
The lyrics of such compositions create not only lsghe references to the struggles for
sovereignty, but also to reinforce the cultural @yics embedded in that struggle. In the case of
India, both violent and non-violent movements fudépendence had their own literary voices.
Chattopadhyay'snandamatrand ‘Vande Matararhrepresented not only a violent solution, but
one that placed gender roles at the forefront afgiming the new Indian nation. As the
motherland metaphor glorifies Indian women, it dilamweously imprisons them to embody the
nation’s essence. Some of India’s greatest inteigs recognized how nationalism can focus its
normalizing efforts on subordinate groups: One sumtlable was India’s Nobel Poet Laureate,
Rabindranath Tagore, whose view of the motherlaathphor in Vande Matararhremains

instructive.

Rabindranath Tagore: Reflections on Nationalism andsender

As a student of Bengali literature and modern sari{plkata, | encountered the
influence of Rabindranath Tagore throughout myis&idrhe affiliation | received for my work
on the slide-guitar was from a university namedratis monumental figure, and his music was
a constant part of the din of urban Bengali lifenBalis accord Tagore the utmost respect, which

is why his perspectives on nationalism and gend=rigee even more weight to my critical
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analysis. | reference Tagore in order to highliglstown objections to the politicization of the
motherland and the negative effects that Hindwonatism has had on South Asian cultures.

Active from the latter half of the nineteenth aggtto World War Il, India’s renowned
poet, composer, and artist, Rabindranath Tagorgfsubwas so prolific that his musical
compositions now constitute an entire genre of Bémgusic calledRabindra sangeefagore’s
relationship with Indian nationalism assumed numsrorms, revealing a careful treatment and
nuanced understanding of nationalism’s power atfdligi. Early in Tagore’s consideration of an
Indian national consciousness, he promo¥ahtle Matarani even performing the song
himself at the 1896 Indian National Congress. Likany other intellectuals of the time, he
initially considered Vande Matararha “symbol that helped to bridge the social, neligs and
political domain of colonial society” (Bagchi 1986). Tagore would soon reverse himself,
arguing against it as India’s national anthem, seeing it as undermining a secular and inclusive
vision of the nation. The explicit connection beérdndian soil and Hindu religion, as well as
the violent rhetoric oAnandamattand ‘Vande Matarani excluded non-Hindus as part of the
nationalist resistance to British dominance.

In the celebrated political nov@&hare-Baire(1916), Tagore develops two male
characters, the educated and passive Nikhil, amdahivist firebrand Sandip, representing two
opposing ideologies who challenge the conflicted idealized housewife, Bimala. She must
choose between Nikhil’'s measured and pluralistidenoity, and the seduction of Sandip’s
passionate Hindu nationalism. As Nidhi Varma obsgyv

“Tagore represents Bimala @®@hare-Bairewith a very specific purpose — to discredit

Sandip's brand of nationalism. His approach nee&rsis throws up an interesting

corollary. Was Tagore also telling us how the nalsst project is and always will

inherently erase issues central to women? Are maigm and gender empowerment

intrinsically antithetical?” (Varma 2013)

While the motherland symbol glorifies women in Tegy® novel, they are not empowered.
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Ghare Baire'scharacters show how nationalist zeal imposes fstine of patriarchy,
distracting women with the nightmare of the foreggpressor while denying them their full
rights. ‘Vande Matararhis evoked repeatedly while revolutionaries busrefgn imports in
Satyajit Ray’s 1984 film rendition of the novel, 6hhe and the World.” These scenes make vivid
Tagore’s criticism of violenswadeshhationalism, a controversial position as Indiadesh
towards independence.

Tagore frequently implemented the motherland metaphhis work, drawing from his
Bengali cultural background. As he implementeduisttsymbolism in his poetry, he assessed
nationalism carefully. The nation-state ideologingemported into India from the West had
disturbing consequences of erasing the pluralitgaith Asia’s religious and ethnic landscape.
Seeing nationalism as a product of a global cagittthmework, Tagore observed that “the
national machinery of commerce and politics turatsreatly compressed bales of humanity
which have their use and high market value; but Hve bound in iron hoops, labeled and
separated off with scientific care and precisiofddore 1917:6). As a system of cultural and
administrative organization, nationalism is glopatcepted as the only game in town, but can

nationalism ever situate itself in a non-hegemdr@mework?

Masculinity As National Pride

While women’s gender roles have dominated my disiom of Indian nationalism,
masculinity also matters. Beginning with policiegarding corporal punishment, the British
penal system had limited effects on the male Himoldy. Many punishment policies during the
colonial period were deemed ineffective, includaagital punishment. As Anand Yang observes,

the revised penal system for India’s convicts tpanted them to penal colonies in Southeast Asia
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(Yang 2003). This exile across the Indian Ocearsttuted spiritual and transgressive
punishment for many Hindus who considered crosfiagala pani(black waters) as
tantamount to expulsion from their communities. apg Indians of their cultural and spiritual
status worked well for the British, who could mewesily manage convicts in Indonesia, since
they had no desire to return to their homelandsaashs. Death held little consequence for
individuals whose religious beliefs ensured thehirte. Thus, a punishment of the body had to
be replaced by a punishment of the soul.

Imposing the British tax and legal systems, itigistrative structures, and agrarian
schemes all undermined the Indian psyche, bringitgprdinate classes under colonial
influence. Post-colonial nationalist discourse aratlernizing ideologies inevitably shifted
Indian orientations, particularly within the stated military, aligning them more closely with
Western ones. As the colonial powers valued theculiasty of military procedure and spectacle,
Punjabi physicality and British marching band clogmraphy became the dominant imagery
promoted in Indian nationalist displays. SrirupayR8eyond Belief2007) describes how India
carefully crafted its image of a developing natgiate, using media, ritual and symbols of an
adolescent secular industrial modernity. Roy's dgsen of Republic Day in Delhi suggests the
often quoted “unity in diversity” slogan has beeperseded by displays of strength and
masculinity in military pageantry. The typical muss powerfuldholsand Western marching
band ensembles with an infectious up-tempo dangiésmh Similarly, Bollywood's dance and
music draws together idealized recreations, folklsanitized dances along to a ubiquitous
Punjabibhangrabeat, which is traditionally a male-dominated dafarm.

Displays of masculinity in India’s Western militasyyle clearly show in the nationalist
performance at the Wagah border ceremony. | obdet/@/agah a daily display of national

physicality directed at Pakistan, whose own comsitva of masculinity is practically identical.
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High stomping and rabble-rousing at this event g images of colonial military order, which
provide the model for the Indian and Pakistani agnAs they patrol the borders of the
motherland, mutual nationalist animosity is celédala

In the performing arts, masculinity emerges irhteéques of exaggerated expressiveness
and intense virtuosity with rhythm and tempo. Adiden a few studies on masculinity (Derné
2000; Chowdhry 2015; Rajan 2006; Ahmed 2008; A2814), there seems to be much more
scholarship on how women's performances are ciyeftrolled and marginalized according
to nationalist ideals. Constructions of masculinéyd to be focused on economics or sports
activities like cricket, soccer, and wrestling, gagting that masculinity in South Asian
performing arts is an area that calls for much mmesearch in order to understand the full scope

of the effects of nationalism and politicization gender roles.

In the age of burgeoning Indian nationalism, idegresentations of masculinity and
femininity were imbedded into the structure of awdd arts, profoundly influencing South Asian
music cultures. As in the case of the Madras masaclemies and V.D. Paluskar’s efforts in
North India, music pedagogues, theorists, criieg] enthusiasts pushed classical music into the
average Indian household, with certain gender retaisedded in a vision of Indian modernity.

By promoting classical music as essential to edluga modern woman, musical theorists and
cultural ideologues aligned with nationalist eféotd connect the preservation of tradition to
gender roles. Resistance to these normative infkgedid occur, creating a highly contested
public sphere. Yet women were by and large excldded these debates, were the subjects of
reforms, and were broadly prevented from directiuencing how their culture was constricting

the boundaries of the expressive arts.



122

This chapter also highlights new theoretical teiwtogy that could be useful in
understanding the development of the slide-guitttiivindian culture. Allen’s terminology
regarding the codification of Indian classical dahelps to theorize the slide-guitar’s
vernacularization. For example, the appropriatibH@wvaiian style guitar music begins the
process ofe-population where cultures begin to adopt new musical foppeshaps as a marker
of cosmopolitanism. Aeconstructiorresults from replacing the repertoire of Hawaéaal
Western songs with Bengali light music and film gerand later, the instrument is adapted with
new structural forms, making it suitable for classimusicRenamingoccurs at a basic level,
with the instrument being called the Indian or Histhni slide-guitar, not to mention all the
creative Sanskritic names for it that have pradifed in the past twenty yeaRe-situatiorhas
occurred as slide-guitar music has travelled frigintland folk genres, into Hindustani classical
music, and eventually into the heart of Hindu naaicst music. Finallyrestorationhas been
accomplished by connecting the slide-guitar to emicindian performing- arts traditions, where
the slide technique and the guitar itself allegddlye Indian origins. Applying these terms to the
slide-guitar’s evolution illustrates the transfotioa process, as it has been controlled by the
powerful and influential pillars of the performanm@mmunity.

Especially in urban Kolkata, women have particidatethe vernacularization process by
actively adopting the instrument as an accompanifieerpractice of vocal music in the home.
Many concert playing slide-guitar performers totiestify to the vibrant life of the instrument in
domestic settings, and to the large percentageoafem slide-guitarists who inspired the
following generation. The quick adaptation of slglgtar into Bengali light music successfully
stripped the instrument of prohibitive foreign agations, making it suitable for women in the
already liberal atmosphere of urban Kolkata to exobithe instrument as their form of

expression. Bengali communities across India weneesof the earliest groups to promote slide-
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guitar performance. For example, in the state tdlRradesh, the city of Varanasi’s Bengali
Tola neighborhood housed a number of slide-guityipg families. One of the first female
performers, Mani Sontakke, gained considerablewenteaching new generations of women
including the most prominent slide-guitarists, Kéan@hankar. By all accounts, women who
played slide-guitar early on did not perform ougsad their communities. Likely they avoided
much of the shaming and disenfranchisement disdusseughout this chapter by confining
their practice to private settings of light music.

Because the slide-guitar was initially associatétl iight music genres likRabindra
sangeetindNazrul geetithe instrument had many close associations wathggli identity. By
way of this cultural connection and the powerfdluance of Bengali culture on the broader
Indian national identity, the slide-guitar becanmaedium appropriate with which to express
Indian-ness across many different genres. Thdeaes# of the slide-guitar in South Asia during
the first half of the twentieth century can beihttted to its popularity outside of public view.
Difficult to research, especially from my positiogias a white male, the musical traditions that
flourished in homes are just as influential asréfermed traditions for public consumption.
Once the slide-guitar migrated into the classiealrg in the 1970s, the instrument had already
passed its first hurdle by being fully adapted at®engali musical tradition and home music-
making practices.

This chapter has argued that the modern constngctif traditional music and dance in
the classical arts were shaped by both colonialnatidnalist pressures, which drastically altered
the boundaries of what women could and couldn’asiperformers. In line with symbolic
constructions of women as culture-bearers anddbiemas mother-goddess, an unreasonable
burden of responsibility, purity, chastity and ugtwas placed on Indian women. Women, while

relegated to the domestic world by patriarchal mroontinued to cultivate traditions like the
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slide-guitar, preserving repertoires and techniqués far less recognition than they deserve. In
my efforts to focus on women'’s contributions to #ide-guitar traditions of South Asia | have
integrated much of my research on the history ofad@nd religious reforms and identity
politics. By viewing musical cultures in India thugh the lens of social theory, post-colonial
studies and gender issues, we can better understapdwer dynamics that have shaped their
communities. Otherwise we might see the rei€dhe real thing, or the golden age as the only

real description of India’s rich cultural history.
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Chapter 4: The History of the Guitar in Indian Music

Beginning with the guitar’s migration into Southidsthis chapter addresses the different
socio-cultural contexts that supported early guypenformances by drawing from colonial
publications, advertisements, and field diaries ghitar remained largely segregated from
Indian music cultures until the slide-technique \&pplied to raised strings in the Hawaiian
style. The slide sound transformed the guitar atanstrument capable of producing many
styles of Indian music, making it popular for teadition of light and film music. The slide
technique is primarily responsible for the guitantegration, yet the origins of slide pose a
historical quandary, with multiple theories on audtl origins that interact with nationalist
motivations to produce a prolific mythology of ctiea narratives.

The slide-guitar gained a foothold in India by thigl twentieth century, developing a
rich lineage that has little documentation in ethasicological literature. The history of the
Hawaiian style of slide-guitar in India underscattes role of radio, film music, and cassette
technology in disseminating the tradition through®auth Asia. The Hawaiian slide-guitar
became the instrument of choice in Bengali lighsimmdor its expressive ability, while
symbolically, it connected with notions of cosmataolism, Western modernity, foreign music
and the leisure of island life. By describing soohéhe more famous Indian exponents of this
instrument, | highlight a diverse hagiography andralustry that eventually gave birth to a
tradition of further guitar modification. The dew of Hawaiian slide-guitar in Bengali culture
left a thriving instrument manufacturing industoydearch for solutions. The subsequent creation
of the Hindustani slide-guitar, discussed in thfeing chapter, revitalized the light music
genres while providing classical musicians a newlioma with which to express themselves. By

beginning with the standard Spanish guitar, wetcark the symbolic and structural changes that
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facilitated the instrument’s vernacularization itdian music, evolving from a foreign to a

native instrument.

The Guitar in India

The Western guitar with six strings, standard E,B,&,E tuning, and frets to mark twelve
intervals within an octave, is commonly identifiedndia as the standard or Spanish guitar. Its
modern form was developed by Antonio Torres Jufa8d.7-1892) in the mid-nineteenth
century but hundreds of designs have been crelatedghout Eurasia since the lute-shaped
chordophones of antiquity. Western antecedentseoTorres model, such as the Spanibiuelg
migrated to South Asia via French, Portuguese, Qwnd British trade routes, but the modern
Spanish guitar arrived in India during the latetiBnh colonial period, around the late nineteenth
century, predominantly for folk and religious musitie instrument’s portability made it
common in military and maritime communities, whetr@accompanied diverse musical forms,
with romantic and proletariat themes. For examgéely forms of Portuguedado music with
guitar accompaniment would have appeared in Gaagoage home-sickness with its bitter-
sweet melancholia. Other chordophones far prectteohodern guitar in South Asia, but the
structure, tuning and aesthetics were radicalligddht from European ones.

Early paths of the guitar’s migration into Indig@lincluded various Christian religious
communities, especially through the Roman Catheticdof Portuguese, Italian and Irish Jesuits
during the sixteenth century. The Catholic commuainhployed the guitar for worship music
and proselytizing missions, creating a strong aason between the guitar music and Western
religious activity in India (Macleod 1869). As missaries travelled through the subcontinent,

highly portable guitar models were the often tistWestern instruments to escape the colonial
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capitols.

Baroque and Western classical guitar styles fowmlilesces in salons of wealthy
Europeans, bureaucrats and high ranking militafigiafs, yet the guitar was more often
observed in informal and non-aristocratic segmehiuropean colonial society in India.
Appearing on British military bases and hill camipstruments described as guitars were
documented in diaries of colonial officials, pravid much-needed moral support by supplying
nationalist and folk songs from the homel&hd. market for guitars developed in colonial
Calcutta by the nineteenth century, with advertisets appearing in newspapers across Iffdia.
International trading corporations like the BritBhst India Company imported guitars on
special order, along with other Western instrumgefitering these products through major
colonial port cities like Bombay, Madras and CalauThrough the early twentieth century,
despite an increasing proliferation of cheap mqdgigars made practically no observable
integration into Indian music genres.

Throughout my research | encountered Western \gstthat use the word “guitar”
generically for string instruments in describingibm music performances, where knowledge of
instruments like theeena, sitamandsarodwas limited®® Such an inadequate vocabulary for
Indian string instruments makes it difficult to giethe structural and aesthetic characteristics of
these instruments from colonial documentation. dtminant orientalist historiography during
India’s Western colonial period treated the gugtaia superior European instrument, given its
ability to modulate between keys and develop haimprogressions according to Western

musical aesthetics. When the term “guitar” was @ygdl to describe Indian instruments, it was

27 “David Dabchick's Diary in the Hills"Pioneer Allahabad, 11/4/1867, pp. 3.

2 Advertisement for guitar®ioneerAllahabad, 8/23/1865, pp.10.

29 “The Legend of Kusa Jataka” @eylon ObserverPublished as Colombo Overland Observer, 2/15/1885
long poem about a Singhalese kingdom and the agpesiof a 'guitar’ as generic term for string unsint in
the English translation.
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often preceded by derogatory modifiers or qualifieth criticism stemming from a bias of
Western aesthetics.

From the perspective of Indian sources, the ghigdd little appeal and its integration
into Indian music was unlike that of other Westieistruments. Beginning in the nineteenth
century, instruments such as the violin and harommorbbegan their popular ascent in India as
musicians incorporated them into folk, classicaluydar and spiritual musical traditions. While
the violin was adored as a new “king of instrumémtsSouth India (Weidman 2006), the
harmonium was reviled as the “bane” (Rahaim 2011ndian classical music despite its
overwhelming popularity. Described in more detaithapter two, the ability of these
instruments to articulate the melodic nuances diaim classical music was an important quality
that concerned communities of listeners, theodsts performers. Fretted instruments like the
Western guitar and mandolin, while having a nundferotable performers in the classical genre
today>! experienced integration into classical music atraosentury later than the violin and
harmonium. Even today, Spanish guitars, both eteatrd acoustic are rarely used to perform
traditional styles of music in South Asia, typigadippearing in pop and rock and roll derived
from Western aesthetics.

The standard guitar offers tonal qualities, typtcaings, and techniques incompatible
with many Indian aesthetics, although some uniqadets with scalloped frets, allowing for
increased bending of the pitch, were created irl8¥s. The fixed frets and flattened fret-board
on most guitars confines melodic possibilitieshie YWestern twelve tone system, allowing slight

deviations through the bending of strings. Indiarsim exhibits frequent adornmengagnkar)

%0 “The Governor at Tanjore” iMadras Mail 10/19/1871, page 2.

31 John McLaughlin (UK), Mathias Muller (Germany) hzmes Moller (Switzerland), Bart Stenhouse (Auistyal

32 Exceptions to this statement include South Ingiariormer Sukumar Prasad, who brought the starelantric
guitar into Karnatic music in the 1970’s. An artistlled Prasanna has also made considerable agrantsin
incorporating the electric guitar into Karnatic nojsvww.guitarprassana.camnother notable integration is
the mandolin, adapted without structural modificatby U. Srinivas.




129

of pitches that waver back and forth between niotegys the standard guitar cannot expféss.

Standard guitar tunings (E, A, D, G, B, E) also’tiproduce a stable chord on the open
strings, which is valued in Indian music for cragta supportive tonal background appropriate
for modal music that doesn’t change its harmonitere The common use of chords and
harmonic progressions on the standard guitar wioale initially sounded foreign, especially to
Indian classical practitioners. Tuning is an impattaspect of integration, as the violin was
altered from the standard Western tuning (G, DEA0 a typical tuning of only the tonic and
perfect fifth (C, G, C, G) for Indian music.

Another factor excluding the guitar is its lacksofstain. In comparison, the violin is
capable of long drawn out notes through continumysging techniques, within which pitches
can be moved back and forth because of the lafiletsfon the fingerboard. The harmonium can
also produce a virtually endless note via the omiis pumping of the bellows that produce its
sound. The standard guitar also lacks the timhralies prized in other Indian instruments,
many of which like theitar andsarod have evolved structurally over long periods ofeito
acquire the appropriate Indian tonal aestheticduding sympathetic strings that prolong the
duration of notes. The lack of sustain and rel&iti®ed pitch of the standard Spanish guitar
may have been some of the main sonic factors exgutifrom Indian music.

Visually, the Spanish guitar creates strong assoomwith the West. As a medium best
adapted for Western harmonic music, the guitarsgenrepresents the foreign colonial power,
causing negative reactions from South Asian criticgivated by nationalist sentiment. If an
object was symbolic of the oppressive colonialmegiit was sure to elicit condemnation and

perhaps subject to destruction as other foreigrgaloring the more violent actions of the

3 Described in chapter two, the harmonium also fabedssue of fixed pitches, leading to its refeetby many

classical music enthusiasts who protested theuimgnt’s inability to produce all twenty-tvautis of the
Indian classical music system.
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swadeshmovement. Depicted in the previously mentioned fil@hare Bairg” director Satyajit
Ray composed many scenes evokingsthadeshdecentralized nativist movement’s efforts to
destroy imports as an act of resistance to col@uahomies that disenfranchised and exploited
South Asian workers for gains in the global economy

Corroborated by Martin Clayton, who is also reffeex in the introduction to this
dissertation, the guitar had been in India for lmadd of years, yet it remained confined to
European circles and was regarded as foreign thetitlevelopment of slide-guitar traditions in
the twentieth century (Clayton 2001). While Claysoarticle implies the political controversies
surrounding the adoption of foreign objects anditians, the political atmosphere of the time
most crucially explains the guitar’s evolution, ganto the experience of other foreign
instruments in South Asia. In the twentieth centprior to Indian independence, social
pressures motivated both a drive towards the maaedrAnglophilic, and conversely, towards
preserving the indigenous. Falling in line with @kgee’s bi-furcated theory of post-colonial
nationalism, two competing streams of national idgmrepresenting the traditional and the
modern, would have been brought to bear on theuatiah of the guitar. The cultural changes
taking place in nineteenth century South Asia le@dip to independence become the necessary
backdrop of assessing the vernacularization ofdgarmstruments. Whether through religious
reform, social movements, performance practicespdified gender and caste roles, such shifts
in the cultural landscape would have influencedpédormance and consumption of guitar
music, reflecting both the realities of colonialerin India and a drive towards independence and
modernization.

The first guitar to successfully enter Indian masicaditions was the Hawaiian slide-
guitar, which arrived in the 1930s and became widghilable by the 1960s, appearing in many

forms of Bengali light music. The Hawaiian formsbide-guitar was quickly adopted as a means
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of performance in many light music genres due #oatailability of cheap guitars in the
marketplace. Mechanically, the slide-technique $eitgklf to producing essential characteristics
of Indian music not available in standard guitaypig, including the above-mentionatbnkar.
Additionally, the Hawaiian slide-guitar’s tuningqatuces a stable chord when all the open
strings are played (for example from low to higtcped strings, D, A, D, F#, A D, which
produces a D major chord, I, V, |, lll, V, I). Sma slide implement is typically a straight metal
bar played perpendicular to the strings, it onfgiesf one vector for which to control pitch. Large
chords are only possible along this vector, witak@teration possible by turning the slide at a
forty-five degree angle. These mechanics make plea tuning essential for slide-guitar playing
in traditional Indian music, where chords besidese based on the tonic, are rare and harmonic
movement is limited or absent.

The slide sound of the Hawaiian guitar is by fa thost likely reason for its popularity
in Indian music cultures. Using a slide on raisigmhgs removes the frets from the equation,
relegating them to visual markers rather than alstins that fix the pitch. All twenty-twsrutis
that characterize Indian classical music tonalégdme available without frets, and a slide-
guitarist can engage these notes with both visaakens and a trained ear. Additionally, with a
single stroke, the slide-guitar is able to traversmerous octaves, creating a range that rivals
most other string instruments, Western and Indigee.a~or expressing the nuances of vocal
inflections, the slide is uniquely capable of thegbtleties, with a sustain that lasts long after a
struck note that lingers regardless of upward evrdeard movement of the pitch. With the
simple alteration necessary to convert any guitar $lide instrument, the slide sound became
popular for listening audiences and new playerr@sted in playing their own music on the
instrument.

The popularity of the Hawaiian slide-guitar in tvieth century India can be rationalized
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also because of the many slide instruments thedadyr existed in South Asian music cultures.
Thevichitra veenafor example, is an ancient instrument that usgsharical glass slide
implement to play classical music on suspendedg&riThis rare instrument is not only difficult
to play, but difficult to manufacture compared he standard assembly process of guitars.

Curiously, when compared to other Western impatis india, the guitar acquired a
diverse origin mythos that reflects the distin@ ef Indian nationalist discourse arising in the
late twentieth century. The guitar’s evolution franfioreign to an Indian instrument is obscured
by an increasingly common tendency to claim, ohaps reclaim, the instrument and slide-

technigues as indigenous, reimagining their evohary paths with nativist historiography.

Nationalist Discourse and Origin Stories

In my fieldwork, | encountered guitar and slidekeigue origin narratives that define
cultural objects as Indian in opposition to a glatraNVestern modernity. While shaping a
revisionist history can be the function of reclaimator decolonization, in this case, it has mostly
bolstered Hindu nationalism and golden age mythiong. Connecting the techniques
implemented on the slide-guitar to ancient Indiarsital practice initiates a process of
legitimization and vernacularization, not as anmm of something foreign, but as a
reclamation or revival of a traditional art form.

The standard guitar’s acceptance into traditiondidn genres began with the
implementation of slide techniques over raisechgri Examining the origins of this and many
other modifications arouses passionate contentibbhsth personal and national ownership. In
contrasting the origin narratives that follow, mgnas to emphasize the relationship between

organological innovations and cultural nationaligtather than problematize the revisionary
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narratives, | consider origin claims to be parpadcess of self-empowerment, establishing a
sense of pride and tradition previously undermibganarginalization and colonialism.
Specifically, | examine the question of how the @t of slide technique made globally
popular by Hawaiian style guitar playing has besionalized as reclaiming an Indic slide
tradition.

The first narrative makes an early connection betwladia and Hawaii, promoting an
Indic origin to the Hawaiian style of slide-guitaaying. Martin Clayton (2001:200) recounts the
story of an Anglo-Indian sailor, either an indeetinvorker or prisoner, by the name of Gabriel
Davion, who travelled to Hawaii in the 1880s analgtat the slide technique to Hawaiian
performers (Humphrey 1994:110). This meeting ofurek purportedly fused the slide technique
with the open tunings typical of Hawaiian slack-k#gying to create a new style. Representing
Indian ingenuity, Davion is argued here to haveouiiced Hawaiians to slide technique, framing
the style as a South Asian invention connecting b@a@ genesis within Indic ancient history.
Mantle Hood’s (1983:144) article on Hawaiian stgealtar also supports this narrative, digging
deeper into the story’s chronology and arguing Beation must have demonstrated the
technique derived from tigottuvadhyaniirst documented in the seventeenth century Telugu
text, Sringara Savitrj long before Hawaiian contact with European tramges to India.

This likelihood of Indic genesis has been repedtethdian slide-guitar performers, as in
the liner notes to Vishwa Mohan Bhattkeeting by the Rivemvritten by Kavichandran
Alexander states, “it is quite possible that thed&s technique as it was initially done in Hawaii
and later by Delta bluesmen could have been infleemy these North and South Indian
musical instrument models” (Plasketes 1995:52)s Bhde-is-of-Indian origins narrative has
been bolstered by references to¢k&antri(a one-stringed instrument played with a slide-

implement)in the ancient Indian treatise on music and dahed&latyasastraattributed to the
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sage Bharata and dated between 200 BCE and 20Da@#.instruments in this slide lineage
include thevichitra veenafound in the Hindustani classical tradition of Nohdia, and the
chitraveenaalso called thgottuvadhyampresent in the Karnatik classical tradition of $out
India. Clear development of slide techniques osétancient and now rare instruments provides
a compelling case for slide origins in South Aget, the fact that these techniques have existed
for so long is not direct evidence of spreadingtdehnique to Hawaii, or for being the source of
inspiration for all modern slide-guitarists in ladi

Casting doubt on this narrative are other natigtialobrigin stories. Just as the slide
technique is claimed as indigenous to South Asmguitar itself has also been argued to have
originated in the subcontinent. Relying on the celinmpg etymology of the wordsgeet and
“tar”, meaning “song” and “string” in Sanskrit, somehsite$* and many players | encountered
in India claim the guitar, and other fretted lubesed chordophones were created in ancient
India. “Tar” has clear linguistic roots in Indo-European, nmakits way into Persian, Latin and
their linguistic descendants. Having discussedaatid claims about the guitar and the slide-
technique’s origins in India, my position on thigegtion of origins remains undecided
considering the history of slide-guitar as toldnfrthe perspective of blues and Hawaiian music
researchers. By articulating alternative narratimesontrast to those of Indic origins, | mean to
highlight how political and nationalist motivatioaffect organological history.

Slide techniques on a guitar could have also catgieh from West Africa, and traveled
through the Americas to Hawaii, before arrivingndia. Slide repertoires on ancient African
musical bows helped develop the African-Americastriiments called thi@terbug or didley-

bow (Evans 1970j° These styles later proliferated in the Americarebltradition, skyrocketing

34
35

https://www.quora.com/What-is-the-origin-of-quitarit-derived-from-Veena-Indian-musical-instrument
Evans is referenced in Rick Payne’s discussionfotén slide-instruments.
http://www.document-records.com/show _article.adi@alD=186
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to popularity by the 1930s. In his autobiogragfgther of the Blues)V.C. Handy recounts an
early story of slide implements in blues music. @ra@ning at the Tutwiler, Mississippi train
station Handy noticed a guitarist and observed,li&played, he pressed a knife on the strings
of his guitar in a manner popularized by the Haaraguitarists who used steel bars” (Handy
1957). This suggests that it was a novelty in fnedbtradition to use a device to slide across the
strings, or that Handy was more familiar with Haamaiguitarists using this technique than the
history of slide implements in African and Africdmerican string instrument traditions. Handy
mentions Hawaii, although not specifically as thigia of the technique, but more so as the style
which popularized the technique around the globe.

The origins of the simple transformation from agéned chordophone to one using a
slide could be impossible to discern, however #netbpment of a repertoires specifically using
this technique provides a more a tangible way $oudis organological genesis. Regardless, there
remain many scholars who have attempted to sol/gulandary of slide-technique origins. As
Rick Payne notes, by the early 1900s, the guitarjdand other string instruments became
common in the United States because they werelgeréad accessible through catalogs that
reached remote rural areas. Even before that, sihpphe-made instruments like the one-
stringedijitterbug could have been created even in the most impdwestisf settings. It is hard to
believe that the idea of a slide-technique didristeduring times when musical materials were
scarce and likely improvised organological struesyoredominated in musical settings.
Following this logic, Payne claims, “It is a saft lbo say, that knives, bones and glass would
have been used on the guitar as an extension gftétbug. The guitar became more widely
used with a slide, after a young Joseph Kekuku raageording using this styléThis

observation privileges the likely ingenuity of atpeular cultural group, rather than focusing on

% Rick PayneHistory and Origin of Slide Guitar in the Bludgtp://www.guitarnoise.com/lessons/slide-quitar-

history. Accessed 10/27/2013.
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the development of a repertoire and style. In quiteg between these two points of origins,
Hawaiian and African, arguments easily develop adocultural ownership or appropriation,
potentially leading to ethnic nationalist claimséd on the idea that a particular technique must
have been created out of the innovation of onetestiors (Troutman 2014:27).

With little material evidence, Payne neverthelegsi@s that: “The Hawaiians have
always laid claim to the invention of the slidetguj but it is fairer to say, that it was a
development rather than an invention. Anyway, theng J.K.(Joseph Kekukwould easily
have got the idea by listening to an American Negiitor, whose ship had docked in Honolulu!”
Emphasizing the slide-technique’s African linedgayne theorizes that sailors, slaves, and
indentured servants would have transmitted thepeawsations with new playing techniques
and materials to Hawaii, where they were adaptedeauitar playing of a mix of Portuguese
and Mexican ranchers in the Hawaiian populatioresehcowboys hired by King Kamehameha
in 1832, have been credited with bringing the guttelf to Hawaii. Incorporating the guitar into
rural agricultural life in the Hawaiian islands lexslack-key styles, or alternative tunings like
low-to-high (E,A,E,A,C#,E) and (D,G,D,G,B,Bj,amongst many others, which allowed for the
open strings to produce full chords. This playitgesis also referred to as Hawaiian guitar,
regardless of whether is slide or a pick is impleted in the right-hand technique. Who first
played slide-techniques on these instruments frmshe Hawaiian slide-guitar technique is
also subject to Hawaiian nationalism.

The aforementioned Joseph Kekuku and his followearg contributed a number of slide
origins stories (Smith 1959:52; Johnson 1939:49@ce, while walking down the railroad

tracks, Kekuku is said to have kicked a spike whiahen propelled along the steel track,

3" Troutman describes bottleneck slide-techniquema#fricanism” that has been difficult to contratbecause

of political motivations.

% Hawaiian Steel Guitar Association Websh#p://www.hsga.org/history.htnaccessed 2/1/2016.
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produced an inspiring sound that he soon adaptedis guitar playing® According to John
Troutman, Kekuku and his group migrated to the fiRaliorthwest and later to New York,
where his playing style became immensely popultwéen the 1920s-50s (Troutman 2016).
The Hawaiian slide-guitar style soon attractecfists across the United States, where many
traditional compositions and folkloric revisiongered the vernacular of American popular
music. Soon, the Hawaiian slide technique was &dajot country Western music, and folk
music styles and new instruments were developetyjding the dobro, the pedal steel, resonator
guitar bodies and the first electrified guitar mstents (Troutman 2013:32-38).

Successive generations in various communities fiamvaii, the United States and India
have all developed competing genesis mythologigsgénerate self-empowerméfThe
creation of these myths reinforces cultural natisng often emerging when political and social
contexts demand affirmation. Rediscovery, as isHg® in narratives that place the slide
technique in South Asian origins, fuels the folikdamagination, proposing a reclamation of
traditional art forms rather than an appropriafimm external sources. Authenticity is couched
in historical lineage, which when obscured by gatiens of cultural loss can be resuscitated
through creative, embodied, or ancestral memotgnatlassified as a revival.

The Afro-Peruvian song and dance tradition illussahe revival of art form. Monica
Rojas and Heidi Feldman (2006have explored the creative reconstruction of masit dance
traditions by Nicomedes and Victoria Santa Cruzgyelber, they drew organized Afro-Peruvian
styles into a newly codified folkloric form, popuilzed through their ensemble performances and

radio broadcasts. This revival conceptualized theimand dance as encoded in their bodies,

39 One of the many Kekuku origin stories describetheoby Hawaiian slide-guitar scholar John Troutman,

personal conversation (April 2016).

John Troutman, personal conversation, April 2016.

Chapter 2 and 3 of Feldman'’s text discusses theep of ancestral memory as it applies to theviegiof
African performing arts traditions in Peru durimg 28" century.
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emerging spontaneously or when the memory of Hr@estors channeled artistic forms. Their
efforts, bolstered by community engagement andogftaphic research, brought about a
renewed interest in the Afro-Peruvian performing.drikewise, the inspiration of a once rich
cultural heritage also seems to be at work in lide-guitar community. The idea that slide
techniques are ancient Indian musical practicesnaes with players who point to painting and
sculpture as evidence of the slide in India’s amgmast (Wade 1996).

Considering all the evidence for the separate sgpries, polygenesis most likely
explains the development of slide-techniques otrargs. In India, however, multiple points of
conception do not fit the nationalist narrative endnIndic origins have become essential to the
post-colonial and modernizing paradigm. On one hdmsymbolism of ancient ideas,
instruments and techniques adds considerable tapitaodern slide-guitar playing. On the
other hand, the potentially criss-crossed migrapiatierns of slide-technique carry globalized
associations, suggesting that these performancéqes are hybrid innovations, or fusions of
different styles. With the purity of any particulareage tainted by the concept of hybridity,
authenticity fades away under the criticism of wuxdt appropriation.

Anyone within the Indian classical music world féien with the popular refrain “fusion
is confusion,” famously expressed by Ali Akbar Khaan understand how highly a sense of
purity, of unbroken lineage and traditionalism #&@ued in India. The abundance of new names
for Indian slide-guitars, employing cosmologicaldifeers with the wordrzeena(or lute in
Sanskrit) shows the imperative of Indic genesis & resurrection that imbues each new
creation and its wielder with the symbolic capdaébncient Sanskritic glory. The commonplace
denial of polygenesis comprises a chauvinist patehmat cannot be disentangled from
nationalist and post-colonial ideologies. The ingpee of creating national forms of musical

expression contributes heavily to the shifting ealattributed to the image and sound of
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instruments in genres that express a sense ofitradir cultural belonging. Outside of India the
same process occurs. The perception of foreigrarebsiewness thus becomes a central point of
argument, both positive and negative, in manufaajusf modern cultural identities.

Throughout the guitar’s history in India, it hasheseen as a modern import. In
navigating from a foreign to a local, and even tomally recognized Indian instrument, the
slide-guitar crossed lines of representation, @rgarnpredictably into Indian households.
Clayton notes that it becamdé-rigure” in the 1950s for middle-class Bengali women torlear
slide-guitar to mark their maturity and suitability marriage (Clayton 2001:188). Thinking
back to the nationalist drive to shift the sitectassical music from the court system into middle-
class households, seeing the slide-guitar beirgntak the alternative to tear, sarodor veena
as a marker of Hindu modernity in the mid twentie¢imtury provides quite an anomaly. Only in
Calcutta did this occur, yet broadly enough so itha¢came ubiquitous to post-independence for
the average middle-class Hindu household to hahele-guitar as an accompaniment
instrument for practicing vocal technique. By mefglthe foreign and traditional into an
alternative conception of the modern, the slidéagiecame separate from a Western-dominated
hierarchy of the new. Perhaps through a senselidhsity amongst colonized populations—
Indian and Hawaiian—this instrument gained a stafube “in-between,” a hybrid that did not
merely reproduce Western aesthetics, but couldsbd to present an authentic Indian voice. As
the slide-guitar was first incorporated into Bemgain-classical, or light music genres, the rest
of this chapter will be dedicated to illuminatingetimportant Indian figures that helped

vernacularize the slide-guitar from a Hawaiianitied to an Indian one.
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The Hawaiian Style Slide-Guitar in India

Moving into the twentieth century, most of the shguitarists in India’s light music genres
that | consulted credit the arrival of the slidatgufrom Hawalii to the legendary guitarist, Tao
Moe. Moe performed slide techniques on what indngicommonly regarded as the Hawaiian
guitar, which is a standard six string guitar wtb strings raised approximately two centimeters
above the fret-board to allow a smooth movememnwéen notes and increased sustain. Speaking
with historian and slide-guitarist Probir Kumar“®elearned that Moe’s story began in early
1930s Kolkata, which sparked a craze for the skagkguitar style, or open tunings that easily
accommodate the predominantly modal music of Indiae's arrival created a different context
and aesthetic for guitar performances that gredtéred perceptions about the guitar in India.

The Hawaiian style slide-guitar’s smooth legatogdeds and open-chord tunings were
appealing for producing the modal supportive gigadiof other Indian instruments while also
being capable of precisely replicating melodies artidulations common in Indian music. In his
dissertation on Hawaiian slide-guitar in Indian muat Prakash Sontakke writes:

The Hawaiian guitar particularly lends itself tacbwniversal expression because of its

versatility and its adaptability to a wonderfulaytof styles, covering the globe from
west to east, enhancing tradition, and embraciagrtbdern, while leaving ample scope
for personal expression and improvisation. (Sorgakl5:277)
Sontakke’s emphasis on boundary crossing is ingeaf the different sonic and symbolic
gualities of the Hawaiian slide-guitar. While stdkreign, and modern in conception, the
Hawaiian slide-guitar wasn't tied to the colonialer, yet still tied to modernity, providing an
intriguing exoticism in downtown Kolkata’s cosmojpah atmosphere.
At first, Moe’s playing and style attracted studewho all replicated his Hawaiian

aesthetics. Moe’s most successful and influentiadent was Garney Nyss, a Kolkata transplant

42 Probir Kumar De, personal conversation, Januah$20
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and distant relative of the famous Bengali poet Metidan Dutt4® Largely a Western-style
musician, Nyss accumulated a vast repertoire ofdiiaw music, which he sang while
accompanying himself on the slide-guitar, and i popular group, the Aloha Boys. He
became a regular on All India Radio channel B, Whitayed only Western music. As Moe’s
leading student, Nyss was primarily responsiblepfmssing on the tradition to the next
generation of players in Kolkata. De, who studiethwyss only briefly at the end of his life,
recounted his closeness to his teacher, detailsgfforts to preserve Nyss’s name in the world
of slide-guitar. Documentation of Nyss’s role i tlmusical community is sparse; we know more
about his career as a sportsman and photogrdpAdter Nyss’s death in 1998, De was alarmed
to see Nyss’ belongings, including his originaltgyidestined for the trash after foreclosure. De
intervened and has continued working to preserng&Nyemory.

The next generation of Indian Hawaiian guitar ptayecluding Sujit Nath, Batuk Nandy,
Rajat Nandy, Kazi Aniruddho and Sunil Ganguly, waite—directly or indirectly—students of
Nyss* During the 1950s and 1960s, these Kolkata-bagitisaose to fame playing the music
of Bengali poet genres on Hawaiian guitar. Soorstitke-guitar became the most common
instrument for playingRabindra sangeetthe music of Bengali Poet Laureate Rabindranath

Tagore, and alsNazrul geetithe music of Bangladesh’s national poet, Kazirdaslam.

Rabindra Sangeet and Nazrul Geeti

The poetic song genres Rabindra sangeetndNazrul geeticonstitute essential

components of modern Bengali musical culture. Tasegenres were codified in the twentieth
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Probir Kumar De, personal conversation, Januat20

Nyss is also described in Taj Mahal Foxtrot wehsinder Calcutta’s Hawaiian summer,
http://www.tajmahalfoxtrot.com/?p=659#more-659

Probir Kumar De, personal conversation, Januafy20
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century and have permeated the performing artsdwaf both West Bengal and Bangladesh. In
Bengal’s performing arts universities, both geruas be found as concentrations or degree
programs, primarily for vocalists. Instrumentaldgions of this music have long appeared, but
no other instrument has been more commonly feataseadlead melody player than the slide-
guitar. The generations accustomed to the lyricdlraelodic content of these songs can easily
appreciate instrumental versions, whose melodiapio®the lyrics, mood and affect of the
compositions. Poetic song genres are often coresddaght music, the popular music of their
time, or as nationalist music by Bengalis todapath India and Bangladesh. Surprisingly, the
slide-guitar rather than other instruments morartyandexing Indian-ness, has fulfilled the
prominent cultural role of interpreting these reaepoets.

For his genius in the arts and his role as cultanabassador for India, Rabindranath
Tagore became Bengali culture’s most celebrataddiglhe first non-European recipient of the
Nobel Prize in literature in 1913, he composed imyaiad of performing, visual and literary arts
genres. His musical compositions number more tharthousand works, including the national
anthems of both IndiaJana Gana Mana(1911), and BangladeshAfmar Shonar Bangla
(1905). Discussed in more detail in chapter thineethoughtful and nuanced approach to
nationalism appeared in fictional narratives andriiques of contemporary movements of his
time. Tagore ceaselessly promoted cultural advaangrfounding Vishwa Bharati University in
1921, for example, which remains a bastion foratie and cultural exchange in Santiniketan,
West Bengal. Tagore figured prominently in the oradiist movement and his music and poetry
helped define Bengali, and a broader Indian, idgnti

Written in 1905 in a climate of colonial oppressione of Tagore's most enduring songs,
“Todi Tor Dak Shungécommonly referred to a£kla Cholo R¢ became an anthem against

British attempts to partition Bengal in 1906. I wadeshor “homeland” section of Tagore’s
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publication,Gitabitan(1941), ‘Ekla Cholo Reéand many other similar songs of Bengali cultural
and Indian national importance were featured. TWmg$as endured with renditions in the style
of folk, protest, hip-hop and rock song. In 2004RARahman produced a Hindi language
version of ‘Ekla Cholo R&for the filmNetaji Subhas Chandra Bose: The Forgotten H&he
eminent Bollywood actor Amitabh Bachchan also penked the song in Hindi for the 2012 film,
Kahaani During my fieldwork and language studies in Ko#éaEkla Cholo R&held a special
place in my connection with other musicians, esgigcBengalis. Even before my research on
slide-guitar, | worked with Begali musicians in downtown Seattle’s Wing-Luke @si

American Museum, where | produced a permanentaatee musical exhibit by recording
compositions with local South Asian musicians. this project,“Ekla Cholo Réwas the
immediate and unanimous choice for representingg@enulture.

As one of the first compositions | learned on theesguitar with my teacher Rhitom
Sarkar, Ekla Cholo R&(see Appendix A) symbolized not only my fieldwogkperience, in the
sense of charting new ground in ethnographic rebeaut also the relationship between the
slide-guitar and Indian national consciousnesst iBhdhe sentiment of walking alone has
always inspired the courage to tread a separategpat ultimately to triumph in the face of
obstacles. Slide-guitar performers have similadgspvered amidst criticism, working to
legitimize their medium in some of the most conaéwe musical genres. The struggle for
sovereignty from the British was voiced throughiammetaphors about perseverance and faith,
becoming a unifying declaration against colonialisspiring many great political leaders of
India’s independence era. After learning this pidé Sarkar, it became my go-to composition
when interacting with other slide-guitarists abthé&Rabindra sangedtadition. By no means
uncommon, my first meeting with slide-guitarist Samjan Chakroborty culminated in us

singing, and playing this song, and discussingnisortance in Indian slide-guitar traditions as
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well as to Bengali national identity.

During my fieldwork experiences in 2015 and 20Héténded the Indian International
Guitar Festival in Kolkata where light music compens on slide-guitar took place. These
competitions were geared towards finding new talethe community and rewarding them with
tuition at a local school of music. For the catggoirRabindra sangeea number of songs were
chosen for contestants to perform in front of agbah experienced and often very famous
judges including the festival organizer, DebasHbhattacharya. Two of these songsumi
Rabe Nirabgand “Gram Chhara Oi Rangamatir Pbare described with notation and lyrics in
Appendix A of this dissertation. These songs wéesen according to popularity and assigned
to either junior or senior age groups accordinditioculty. While only briefly described in this
dissertation, the Indian International Guitar Redtivas a pivotal event for Indian slide-
guitarists, and | intend to further explore thefpenances and social dynamics of the event in a
forthcoming article. Most relevant to this chapgehow the public presentation and dedication
of the festival was geared towards reinforcingittternational and migratory qualities of the
slide-guitar while offering tribute to the poet ges that opened the door for slide-guitar in India.

While Tagore is revered across Bengali culturdadia and Bangladesh, he is rivaled by
another thoughtful luminary, Kazi Nazrul Islam (888976). Known as the rebel poet because
of his fiery and impassioned verses, Nazrul dedat&imself to fighting oppression and
injustice. Considered Bangladesh’s national poagzrid set his verses to many different forms
of music, includingghazals, shyama sangeetd revolutionary mass music. His corpus of songs
comprises the genre bllazrul geetialso referred to dsazrul sangeetMany have been featured
in Bengali films, notably the revolutionary songdrar Oi Louho Kopdtin the 1970 prison
dramalibon Theke Neyd& his was an allegory for the autocratic governnoemtrol of the

Eastern Pakistani regime and Bengali language mertmwhich led to Bangladeshi
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independence. Another popular revolutionary s@idrohi, translated as “Rebel,” has been
interpreted in several popular music genres, frandba hip hop to rock (see Appendix A).

Much like Tagore’s Ekla Cholo R¢ these lyrics of Bidrohi” strike a chord, promoting
strength and resilience in response to the calesniti colonial occupation. Kazi Nazrul Islam
was the first to composghazalsn Bengali, a song form traditionally in Arabic, dir or
Persiarf® Many of these compositions introduced Sufi Islana {arge Bengali speaking
audience. Nazrul also contributed to the Bengalrgeshyam sangegé Hindu devotional music
of theShaktasect, dedicated to mother goddess Durga and Hemi&arnation. The Rebel Poet
holds a special place in Bengali culture for bndpreligious differences and for inspiring the
Bangladeshi independence movement (Huda 193is songs have been recorded by many
Bengali singers and by playback singers in Hildidi Many prominent vocalists Mazrul
geetihave been women, including Firoza Begum, who stlidiith Nazrul in her youth. Begum
and other early recording artistsNé@zrul geethave established canonized performance
practices that have added stylistic nuances tottigghal compositions.

Within this dissemination of Nazrul’'s compositiotise slide-guitar has also contributed
its own voice. The melodic flourishes and adornmeien to these songs have been exchanged
in mutual mimicry between singers and slide-gustatiProbir Kumar De remarked on the
feedback loop between singers and slide-guitaaistsss genres of Bengali light mu$idde
noted how small mistakes and stylistic flourishagehbeen canonized because of famous
recordings. Today, those recordings are some gfrihgary sources to sparsely notated musical

compositions. As the genres slowly develop, the coelodic stepping stones are preserved, yet

4 http://www.thedailystar.net/news/nazrul-the-eveinsig-beacon website article also details the effects of

Nazrul's famous compositions.

Bangladesh’s war of independence in 1971 hadfapnd effect on Bengali culture, precipitating assiae
influx of refugees into India, especially Kolkatéis was a period where poet genres experienceguagence
as a shared cultural legacy that bound Bengaligsacnational borders. Explored in more detail ppé&ndix B,
Debasis Chakraborty explains the impact of thisubatpn shift on musical communities in India.

Probir Kumar De, personal conversation, Januafy20
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the interpretation and improvisation of adornmehg connect them subtly change.

Kazi Nazrul’s son, Kazi Aniruddho (1931-1974), alscame a well-known musician and
often interpreted his father’s music on the slidéay. Also an accomplished singer, pianist and
standard guitar player, Aniruddho learned slidgagdrom Garney Nyss and rose to prominence
in the Kolkata community, recording with EMI, HM#&nd collaborating with many well-known
slide-guitarists of the 1960s. In a 2015 conveosawith Kazi Aniruddho’s widow, Kalyani
Kazi, she reviewed Aniruddho’s career as a singdrsieel-string guitarist, who carried on the
tradition set forth by his father, surrounding hafisvith prominent Kolkata instrumentalists
including slide-guitarists like Rajat Nan®i/She commented on the differences between playing
Rabindra sangeetndNazrul geetinoting the emotive expression coming from thgesttb
matter tended to make Nazrul's compositions heanermore aggressive. In order to express
the defiance and revolutionary qualities of Nazrafiusic, slide-guitarists were encourage to
attack the strings more vigorously and take mogravisational risks with the slide compared
to the more delicate music of Tagore. Kazi Aniruadldibllowed in his father’s footsteps by
promoting poetic yet socially relevant music, eregawith the everyday struggles of the average
Bengali, while also incorporating naturalistic tressyand metaphors.

As early as the 1960s, Indian slide-guitarists begaording entire albums &abindra
sangeetNazrul geetiand film songs as this playing style became modemand. According to
my Kolkata interviewees, community performanceBgft, religious and popular music were
almost always headlined by a slide-guitarist intetipg Tagore’s music, the best known slide-
guitarists being Batuk Nandy and Sunil Ganguly.

Batuk Nandy (1929-2001) became known primarily g@rformer of electric slide-guitar

in the Hawaiian style. He released over a dozeords¢c most of which were instrumental

49 Kalyani Kazi, personal conversation, January 2015.
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renditions of Tagore songs. He also rendered imstntal versions of popular Hindi films songs,
thus appealing across linguistic barriers. Bollydg@oundtracks, then and now, dominate the
popular music sphere in India. By playing the maldishes of such well-known songs on the
slide-guitar, Nandy connected with a broad rangediin audience¥. His son, Nilanjan

Nandy, released a eulogy of his father's life i 28" Amongst noting the elder Nandy’s
accolades, the eulogy describes his unique plastylg and dedication to elevating the quality of
Rabindra sangeeenditions on the slide-guitar. In the 1960’s Nafalyned a performance
group called SABS, an acronym for the four perfasmecluding Sujit Nath, Kazi Aniruddho,
Shibnath Nandy and himself. This group became étigeamost popular slide-guitar ensembles
in Kolkata, collaborating with many local artisisd Manohari Singh, who went on to compose
music for Bollywood film scores. Nandy created éwen custom electric slide-guitar, featured
on many of his albums from the 1970s onward, caostd using American pickups and
Malaysian pine wood. As the archivist for all oftBlaNandy’s recordings, Nilanjan Nandy
continues his father’s legacy and still perforfiRabindra sangeepreserving his family’s
connection to Bengali poet genres.

As another of the most recognized names in slidesg Sunil Ganguly (1940-1999) has
also taught many of the contemporary performeiBesfgali poet genres and classical music. For
much of his career, he recorded Hindi film songswhich he would be best known throughout
India. Amateur slide-guitar historian, Probir Kunfi2e recounted a story about the challenges of
playing slide-guitar, and the need to see the fdpeinstrument to approximate the bar’s

placement over the raised fréfawithout the visual cue, many guitarists find itfidilt to play

0 https://excavatedshellac.com/2009/09/30/van-shiglétar-filmi-tune-you-have-to-love-me/ posted in this

thread is discussion of Batuk Nandy’s contributitm$iawaiian style playing in India.
http://bb.steelguitarforum.com/viewtopic.php?t=16@H — posted in this thread is Nilanjan Nandy's eultmy
his father, greaRabindra Sangeedlide-guitarist, Batuk Nandy.

Probir Kumar De, personal conversation, Januafy20
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in tune, sometimes shutting down lessons and eggonrmances when poor lighting made this
impossible. But Ganguly apparently had tremendowal skills and could play without looking
at the strings. Once when De was taking a leskerpawer shut down, but Ganguly continued
playing perfectly without skipping a beat. Gangdlgimed he was accustomed to performing in
the dark because he grew up in a poor section tatawhere light was unreliable. When
young, he mastered the slide-guitar in the darkeldping a unique skill set, which is practically
non-existent today. Having observed slide-guitarstauction in Kolkata, | learned how
important visual markers were to the structurehefinstrument. Many customers solicited the
instrument maker to adjust or modify the visualscae the guitar's neck to make it easier to
play in tune.

Sunil Ganguly’s success throughout India, espscailthe radio when many Indians
outside of Bengal first heard the slide-guitagme of the primary reasons interest in the slide-
guitar increased in mid-twentieth century Indian@aly remains one of the most recognized
names in Indian slide-guitar since the 1970s, aadynof his records could be found in both
Delhi’'s Archives and Research Center for Ethnonmalsgy (A.R.C.E.) archives and from North
Kolkata street vendors. At the A.R.C.E. archivespllected a wide array of slide-guitar
recordings, most prolific of which was Hindi filneisgs by Sunil Ganguly and Dipankar
Sengupta. Hindi film songs, now a dominant musiorgén India, were a starting point for slide-
guitarists to expand beyond Bengali audiences. &alpein the 1970s, Hindi film songs, while
kept off All India Radio due to copyright restrimtis, nevertheless represented India’s drive to
modernize and find its own identity in the cinemarid.

Founded in 1930, All India Radio (A.I.R.) also tibuted significantly to the
development of Indian slide-guitar cultures. A.lf&tured two channels in Kolkata: A.l.R.(A)

The Indian Music Section, and A.l.R.(B) the Westilusic Section. Initially, players like Tao



149

Moe and Garney Nyss broadcast their music on AB)Rsparking considerable interest in
traditional Hawaiian tunes in and around Kolkatawdiian slide-guitars were slowly introduced
into the A.L.LR.(A) lineup, initially as backgroumdelodies for children’s songs. Children’s radio
shows likeShishu MahaindGolpo Dadur Asharegularly began broadcasting Hawaiian guitar
in the 1950’s. As slide-guitarists began interprgtindian music, A.l.R.(A) began to program
popular Bengali songbhajans, thumrigind other forms of light music toghu sangeeflThe
slide-guitar soon became popular for interpretimgdHsongs, escaping the confines of Bengali
culture

Increases in popularity led to competitivenessamehdustry dedicated to not only
making Hawaiian style slide-guitar in India, but@to modifying them with new technology.
Much like the Hawaiian slide-guitar’s enormous plapity in the United States from the 1920s
to the 1940s, the Hawaiian slide-guitar took Inaysstorm. Technological advancement soon set
in, including pickups and amplification, making that the slide-guitar was the first modified
electric instrument in India. Electric slide-gugdrecame increasingly common and Indian
acoustic aesthetics were incorporated into thetstre and technique of the instrument. The
electric slide-guitar was initially used live fdrdatre productions, and then for film interludes,
and even as solo instrument for silent films. Apydarity increased in the 1960s, many non-
Bengali performers began taking up new modelsesftet slide-guitar.

One well-known performer of this new generatiorlefctric slide-guitarists, Van Shipley
(1927-2008), played an 8-string slide-guitar hesimed>* Popular during the 1970s and 1980s,

he made his debut ahe Man with the Golden Guit§t962), performing a slide-guitar rendition
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of the compositionJane Kahan Gaydive at the BBC>®> Made famous in Raj Kapoor's 1970
Mera NamJoker the song provided the theme for the protagonmgtancholy circus life.
Another successful Bollywood guitarist wdamir Khasnabis, who regularly appeared playing
the electric slide-guitar for All India Radio’s (BJestern section. These two performers greatly
influenced young players across India, showcagsieglide-guitar as well as the standard
Spanish guitar. By the 1970s the standard guitaralso gaining popularity, especially with
Indian poets and singer-songwriters, contributmthe decline of Hawaiian style slide-guitar in
India.

The Hawaiian slide-guitar and subsequent elecar@tions dominated mid-century
genres of Indian popular, nationalist and film ncusilany slide-guitar instruments filtered into
India through the global economy, but many were atmstructed in India by a growing
domestic industry. Early instrument companies ghdrike Givson and Signature produced
slide-guitars along with standard steel guitar ned®oding urban areas with cheap
instruments® Kolkata is the epicenter of the Hawaiian guitaesnacularization into Indian
music genres, making the deepest inroads into Bidigia music and Bollywood film music.
The popularity of the instrument comes from its leebility in the hands of a player, who, by
using a slide technique, is able to reproducertisstyles of music across cultures. The slide
allowed Bengali players to play specifically Bengausic while using a medium that
represented modern technology, cosmopolitanismHawehiian exoticism, while at the same
time being able to articulate deeply traditionglest of music. In the latter half of the twentieth
century generation changes and access to new fedgme®took hold, creating decline for the

Hawaiian style in Indian light music genres.

5 hitps://www.youtube.com/watch?v=XRUeFQJdQPE
6 Probir Kumar De, personal conversation, Janualys2Bhaba Sindhu Biswas, personal conversatiori§-20
2016.
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Decline of the Hawaiian Style in India

In Kolkata my research sought out the reasons wdwydilan-style slide-guitar playing
waned in the younger generation’s consciousnessambwer: young listeners had little
familiarity with the Bengali poetic genres that @dvided so much semantic meaning for the
music. When the words and melodic nuances of treami Rabindranath Tagore and Kazi
Nazrul Islam were no longer ubiquitous in Bengalslitory culture, interest in the instruments
that evoked these musical and lyrical ideas alstirel. Many of the political and social
contexts that inspired Tagore’s and Nazrul's musig] connected it with an Indian audience,
disappeared amidst the cultural changes of thes1886 19908’

Revolution against the colonial power was no lorggeissue for university-aged students
and nationalist dimensions of the music were irgirggy irrelevant. With the Emergency, or the
Indian constitution’s suspension in the 1980s, gpmdlians increasingly distrusted the
corruption and scandal-plagued central governnmeativating a self-referential rather than an
anti-colonial nationalism. As the political climathifted, so did the musical aesthetics of young
India, often toward adopting new technologies arudasingly accessible Western styles.

Technology promoted the slide-guitar’s decline. Buelectronic, MIDI-controlled
keyboards and sampling technology, the slide-gatadually lost its integral place in
community performance$ A single keyboard player could perform for lesstaban an
ensemble of two or three musicians, so speciatizain the slide-guitar was overshadowed by
cheap competition. The Spanish guitar was alsorbegppopular as a rhythm instrument for
singers, and other standard electric guitars asddsawere thriving as a result of India’s

increasing exposure to Western popular music. Uagecampuses, U.S. rock and pop was
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easily adaptable to the portable standard guital,Emnglish language training reached an all-
time high as part of India’s economic opening ® tist of the world in the early 1990s.

My slide-guitar teacher, Rhitom Sarkar reflectedlmtensions between playing Western
and Indian music, claiming he’s found Indian studenore interested in studying the standard
Spanish guitar. It is the most popular instrumarKolkata, especially on university campuses
where modern Bengali folk singers, film music, @merican music are extremely popuiar.
One Bengali folk singer, Kavi Suman Chattopadhixag revived interest in using the Western
guitar as an accompaniment to poet genresRiédeindra sangeetndNazrul geeti His music,
thejivanmukhtigenre (or reality song), is topically reminiscehfmerican folk singers like
Pete Seeger and Bob Dylan.

Rock, jazz and metal also have an increasing pcesarkolkata and many of Sarkar’s
students find these genres more exciting than thdapted to slide-guitar. In describing the
standard guitar’s popularity, Sarkar emphasized/thigal aspects of the instrument, and the
relative ease with which new students can mastuginchords to complete a song. “Young
players want to impress the ladies and strike & poth their guitars,” says Sarkar. “The guitar
is almost a prop when these youngsters sing maergs, but the slide-guitar is hard to see and
difficult to play, so it is unpopular®®

The rapidly decreasing amount of time younger gatiwrs dedicate to performance
training has also challenged traditional Indianfamns. As Probir Kumar De suggested, the
waning of original Hawaiian guitars in India confeam a lack of motivation, dedication and
attention span. De quipped,

People now want to enjoy 20-20 cricket and nosartetch. They have no time to learn
an instrument by devoting a lot of time. Many thérggin be managed by a keyboard.
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Now the Hawaiian guitar players are not so inteegt learning the specific genres of

Indian music. They learn to play a single Nazrdtger Rabindra sangeet or a modern

(adhunil song, but they don't properly train to be expértany genre on guitaf.

As performed in India, the Hawaiian guitar devebbpestyle requiring the ability to copy, as
accurately as possible, the original themes anddlynuances, which required not only high skill
levels, but also familiarity with the vocal gentesy mimicked. De also reminded me that the
difficulty of playing this music was compounded thy risk of playing a wrong note or
incorrectly articulating a vocal flourish on théds+guitar®® A famous slide-guitar player on
A.l.R. of both the poet genres and classical masae confessed to De that he was more
comfortable playing the latter, with all its no&petitions and prescribed structufésEven

though Hindustani classical music required extensiyrovisations sometimes many hours
long, it was less intimidating than playing a thremute Tagore song because of the scrutiny
each note would garner.

The consequences of imperfectly rendefaipindra sangeeindNazrul geetigo far
beyond criticism. For much of the twentieth centaingse two genres were so highly guarded
that a panel of experts became the arbiters ofadyall recordings produced in Indfa.
Headquartered at Vishwa Bharati University, thisgddnad the final say for all renditions, both
vocal and instrumental. Without approval, artisteowecordedRabindra sangeedr Nazrul geeti
could be sued by the Tagore estate. This couldslgv@amage any artist, and thus it intimidated
players and students, and limited the music’s perémce and recording. While such strict

regulations contributed to the decline of Hawaséde-guitar renditions of the Bengali poet
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genres, the opposite occurred once the copyrighitexkin 2001°° According to many
performers, the legal case that ensued betwee€ratizre estate and a young recording artist
reignited national consciousness about the Taggrertoire. When infringement charges were
dropped, many younger musicians were freed topreéiTagore’s music however they wished.
Tagore’s music began appearing in modern genresadigk, pop and electronica, and the
Hawaiian slide-guitar enjoyed some renewed intef@sspite this more recent upsurge in
Hawaiian slide-guitar popularity during the earB0Bs, the slide-guitar’s incorporation into

North India’s Hindustani classical tradition was faore revolutionary.

The guitar’s history and evolution in India istarg both migration from abroad and
reclamation of an ancient art form. The narratived illuminate both the guitar’s and slide
technique’s origins are compelling, not for histatiaccuracy, but for the passionate contentions
that they inspire. Few defenders of traditional mbsppily admit appropriation from other
foreign sources, so a common strategy is to symdlbliconnect ideas to an idealized past.
Ethnic and cultural nationalism are powerful fortest have exerted themselves on slide and
guitar origins, claiming ownership and establisHingages that privilege nativism. This chapter
has attempted to show this relationship by coritrgsirigin stories, creating a context for the
analysis of the slide-guitar in India that is instive for understanding the political motivations
for integrating or rejecting new instruments.

The sound of the slide on the guitar allowed feritistrument to be adapted and adopted
into Bengali music and eventually film music thasabroadcast throughout India. The

vernacularization of the Hawaiian style can be olestin how slide-guitars became central to

Probir Kumar De and Rhitom Sarkar, personal casatesn, January 2016.
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the performance dRabindra sangeeandNazrulgeeti turning a foreign object into a household
name. Despite the fact that all the famous plagiesssussed here are men, women played a great
role in perpetuating the slide-guitar traditiorhame. All evidence shows that few, if any women
had performance careers as slide-guitarists undildate twentieth century, yet personal
communication with today’s players indicates thanven were greatly responsible for teaching
light music on slide-guitar to the next generatieffiectively weathering the decline of the style
in the 1970s until classical players recreatedribgument for their genre.

As the slide technique reached its height of papiylaght after Indian independence, it
is easy to understand how this instrument camegesent not a foreign modernity, but a new
Indian modernity that mixed influences from traglitiand the West. The progression of India’s
political history, new technologies, and generashiits in taste and musical affinity brought a
decline to the popularity of slide-guitar in Indiggt it also created the conditions for a new
instrument to be born, the Hindustani slide-guitascussed in the next chapter, the Hindustani
slide-guitar emerges conceptually and structumalityof the lineages addressed here. A
continuing thread through this and the next chaptdre unpopular notion of polygenesis. As the
next chapter focuses on inventors, the ideas theg breated inevitably deny the possibility of
multiple origins, preferring unadulterated narratithat bring focus, renown and power to the

individual just as nationalist narratives of origitories empower the cultures that claim them.
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Chapter 5: The Hindustani Classical Guitar

Adapted by brilliant performers to operate seantyasghin the boundaries of
Hindustani classical music, the Hawaiian slide-guitnderwent a structural and conceptual
evolution in the 1970s to become the Hindustadiesguitar. Small modifications led to new
creative designs, experimentation with string agunfation, and playing techniques, producing a
competitive atmosphere where new players looketefme themselves through custom slide-
guitars and new names divorcing the instruments fiteeir Western lineage. This chapter will
first introduce the most senior generation of ptayand their efforts in fostering a community of
slide-guitar playing in India. Their contributiottsthe vernacularization of the slide-guitar into
Hindustani classical music has opened the doahBnext generation, who faces challenges of
their own, not least of which is choosing whichtinment and style to emulate, or conversely, to
create their own instrument and technique.

As these custom instruments have become populainwitdia and amongst classical
and fusion enthusiasts globally, new issues amigleiding who owns the intellectual property
rights of new designs, creating contentions thaehead a profound effect on the slide-guitar
community in India. In order to better understaoavithe Hindustani slide-guitar, its
practitioners and the classical genre are devejppitindia, one needs to understand the often
tumultuous process of creation from its inceptiomind's eye, onto pencil and paper, through
the hands of the maker, and into the hands ofltyep My ethnographic fieldwork put me in
contact with many of the leading players of Hindnsslide-guitar in India, as well as
instrument makers, who | argue to be at the ceaftdre community because of the crucial
function they provide, namely bringing custom dasitp life with top quality craftsmanship.

My experiences working with luthier Bhaba Sindhg\Bas offered a unique perspective on the
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organological development of the Hindustani slidéay. Through Biswas, | was able to connect
with dozens of performers, understand the constmigirocess of new instruments and get a feel
for the social life of slide-guitarists as theyardct with those who provide them the tools of
their trade. Biswas and the performers who havialsotated with him to invent new slide-
guitars comprise a rapidly-changing Indian cultumaldernity, a field of competitors who make
claims to innovation, invention, inspiration andheology, while also expressing traditional
values, promoting piety, humility, nationalism, bggtication, and artistic achievement.

The Hindustani slide-guitar’s evolution in Indiandaest be observed in parallel with
India’s political history, as the instrument symbes changes in the social and political
landscape, cosmopolitan formations in urban cendmid—as a byproduct of generational
changes in musical consumption, an increasinglyected and globalized economy. This time-
frame encompasses the different social, politiodl @onomic climates in which the guitar,
compared to other western instruments, experiemegthcularization. When the violin and
harmonium emerged in South Asia, what would bectiraenation of India was still under
colonial control and modern Indian culture washia process of constructing its own sense of
national identity. In contrast, by the time thelshguitar entered Hindustani classical music,
India had become sovereign, seen the rise of Hiadionalist politics, and experienced
economic liberalization. Bringing to bear my theima terminology, historical research, and
ethnographic fieldwork, | argue that the Hindustslide-guitar’s vernacularization into Indian
classical music has been a result of the efforfs\adtal innovators who reinvented the slide-
guitar at a historical juncture in the late twethtieentury when the local and global markets

were receptive to a new type of guitar-hero.
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Pioneer Maestros: Invention and Guitar Heroes

Originally from Jodhpur, Rajasthan, the first indival credited as an inventor for
adapting a slide-guitar to Hindustani classical imperformance is Brij Bhushan Kabra (born in
1937). Inspired by the Hawaiian slide-guitar, whinghfirst encountered in Kolkata, Kabra began
playing slide techniques on a hollow-body arch4tgel string guitar with the addition of two
high pitched strings tuned to the tonic, to serwvaehikari.’” Without chikari strings, the
Hawaiian-style slide-guitar had trouble producihg tight sounds for the final section of a
traditionalraga performance, calleghala, distinguished by fast alternation between melodies
the main string and thehikari. With this new string configuration, however, Kalwake the
first structural barrier preventing the slide-guifiamm entering the classical tradition. Kabra
studied under Ustad Ali Akbar Khan and quickly shgtiished himself with his landmark 1967
recording,Call of the Valley

Apparently Kabra faced resistance from conservativeluding in his family, yet it
wasn’t aesthetic criticism but rather the instrutiseconnection to a foreign culture, and to
popular folk traditions from Bengal. A musician o&cted a lineage of court musicians, it was
believed, should not be performing on folk instrumts&® Such criticism must have fallen flat
because in Kabra's hands, his slide-guitar cowddyme all the important elements of Hindustani
classical instrumental music, evident through héstaring of théaihar repertoire (a school of
North Indian classical music founded by Allaudinathin the early twentieth century) on the
instrument.

For audiences of Hindustani classical music, Kabshde-guitar had an uncanny ability

to mimic vocal articulations and flourishes. Thi-leand technique producing these sounds was

57 http://www.brijphushankabra.cam

% http://www.mid-day.com/entertainment/2002/oct/34.T&m.
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honed to perfection in the genresRebindra sangeeindNazrul geetibut it developed even
further with the instrument’s entrance into Hindustclassical music. The slide implement could
also cover three full octaves in one stroke, fardming other common classical instruments,
including thesitar andveenaThe slide-guitar’s long sustain and ability to sy glide

between notes in a style even more reminiscenocéivaestheti® made it a formidable
instrument in a genre where vocal emulation hofésigvalue in the instrumental style.

Since the 1960s Kabra has played a modified Hawalide-guitar, promoting the
instrument as an “Indian classical slide-guitary’tBe 1990s the trend of naming instruments
began to emerge. A senior student of Kabra, Deléstsikraborty asked his guru “why don’t you
name your instrument after yourself? So many ofythenger players are doing it these days.”
Chakraborty suggested thej veena, bhushan veena, kabra veand few others before Kabra
stopped him to remark, “why confuse the situatiafter all, it is just a modified slide-guitaf®
This anecdote has become rather poignant givediffiulties the younger generation has had
navigating the dozens of names and lineages of mewedels and playing techniques within the
burgeoning Indian classical slide-guitars tradition

Kabra’s original slide-guitar still lacked sympatikestrings, however, so it did not have
the characteristic shimmering quality of the otsteing-endowed instruments. Also, the
instrument, while able to reach some of the highegts, was rather empty on the bass end and
susceptible to a tinny or thin timbre. In its eastgges, the Hindustani slide-guitar’s structure
and technique still had plenty of space to deveBymsidered India’s original classical slide-
guitar maestro, Brij Bhushan Kabra greatly influeshgounger practitioners and was treated as
the special guest of honor at the 2015 Indian hatiéonal Guitar Festival in Kolkata.

Another early luminary is Barun Kumar Pal (borrilB48), who began performing
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Hindustani classical music on the Hawaiian guitaaraearly age. Born in Dhaka, Bangladesh,
Pal was surrounded by music, as his father Bankimmdt Pal, was a leadirsitar player under
the tutelage of legendasytarist and pedagogue Enayat Khan. According to hissitebBarun
Kumar Pal was doing radio performances of classitadic on the slide-guitar as early as
1952* A musical prodigy, Pal soon became one of the tbsaiples ofitarist Ravi Shankar.
Applying similar slide-guitar techniques and stureat innovations as Kabra, Pal experimented
with the addition othikari strings as well as sympathetic strings to provigefull tonal depth
required in Hindustani classical music. Additioaginpathetic strings provide a wash of sound
as any note played on the main string vibratesdalitianal course of strings tuned to particular
ragathat is being performed.

Soon Pal would begin searching for the right lutkiecollaborate with and develop an
instrument that melded the playability of Hawaigwntar and the traditional structural aesthetics
of Hindustani instruments. The result was lla@sa veendirst created by the luthiers at Delhi’s
famous RikhiRam instrument shop. Supposedly, tiggument was invented by Vishwa Mohan
Bhatt, who asked a luthier to constru¢aapura the four-stringed drone instrument typical of
Hindustani classical music, with markings on imteasure the melodic distances to be used with
a slide’? Bhatt, who studied alongside Pal under Ravi Shamkscribed how his guru, when
struck by Pal’s fascination with this new inventi@ndered the luthier to gift the new instrument
to him. As thehansa veenavas created in this exchange, something far mopeitant was
kindled amongst slide-guitarists in this communiitg drive to innovate and lay claim to these
new organological inventions. This flair for invemt marks the history of the Hindustani slide-
guitar, where craftsmanship, lineage and aesthetix$he traditional and modern, correlated

with Indian culture’s own restructuring of cultuiid national identity.
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A contemporary of Barun Kumar Pal,
Vishwa Mohan Bhatt (born in 1952) of Jaipur,
Rajasthan, would ascend to the greatest heig
achievable by an Indian classical musician.
Recipient of all the top awards for Indian
classical performance, Bhatt began playing o

guitar with a slide at a young age. He first

Vishw ﬁohalfﬁgh_atf, 2015. Photo b:x?t}"s:‘hihﬂt |

encountered the guitar because one of his

father's German students gave the family an aapgsttar as payment for music lesséhs.
Rather than continue hsstar practice in the family tradition, Bhatt began evipenting with

the guitar, altering the construction and usingra@hner of objects to manipulate the sound,
including stones, bottles, batteries, and eventuidlé finger-length metal slide that has become
the standard. Soon Bhatt became dissatisfied Whnstrument’s construction and decided to
commission a luthier by the name of Mahavir to Help create a new slide-guitar with physical
modifications, marking it as uniquely Indiah.

According to Kanchan Mathur (2006), Bhatt did dailyas(Hindu rituals) during the
instrument’s construction, since spiritual impodanvas mapped onto this new invention, now
called themohan veenaSympathetic strings were added underneath thie stidngs, which
were reduced to four, and then a coursehikari strings were added, closer to the body, to
imitate the sitar’s construction. This design hasdme the most popular slide-guitar model in
the marketplace today and cheap imitations arelspldany Indian guitar manufacturers,
including the Givson guitar company in Kolkata. laycreated and named two new slide

instruments, Vishwa Mohan Bhatt has distinguishieasbklf not only for his brilliant
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performances and nuanced renditions of clasegglson themohan veenabut also as an
inventor of instruments that represent a new Indiaaernity that retains a deep connection to
traditional musical forms.

A devout and humble Hindu, Bhatt has developedsdige reputation nationally as a
pillar of not only the slide-guitar community, kthie Hindustani classical community in general.
Having performed nationally on slide-guitar sinke tate 1970s, he has crafted an image of
calmness, wisdom and spiritual strength. Bhattstsplity even bordered on the eccentric, such
as rumors that he considers his instrument totomya sacred idol the incarnation of Saraswati,
the Hindu goddess of knowledge and music. At cdacBhatt has been known to voice
objection if the audience was above the performapeee since it would be a mark of disrespect
to the deity embodied in the instrument.

As an act of devotion to the deibhaktiandsufi musicians have often considered
performance as an act of love, not necessarilyaekut rather a spiritual union with the divine
creator. As Bhatt plays the idol of Saraswati anlap, with a bullet slide that resembles little
else than a phallitngam, associated with the deity Shiva, it is difficotit to imaging such
performances as spiritual intercourse. While peslamtroversial, such union represents the
highest level of devotional performance, and celyeadds a level of intimacy and spirituality to
the aura of this music. Such expressions of hpiety and spiritual devotion also resonates
considerably within the contemporary Indian classeommunity, where a secular design takes
on Hindu ritual behavior, promoting the connectiimtween sound and creation described in the
Rig Veda (10.71) agacor the holy utterance, and sometimesagha brahmaor the “sound of
God.”

The cultural capital of Bhatt's spiritual perfornsas in Hindustani classical music are

complemented by his international acclaim as aovator, where he has been dubbed a modern
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maestro’> and recognized by global music markets throughaa@y Award in 1994, a rare
honor for an Indian classical musician. Since tligdrgtt's fame has skyrocketed in both
international and national markets. He’s also deatured in several Hindi film scores, and
recently, in a remake of the Hindu nationalist sdMande Matararh(discussed in chapter
three). His Grammy award signaled to many Indiaesnternational recognition of their
traditions. Bhatt’s website lists many of his aedds, including dimes of Indiaarticle that
proclaims “Pt. Vishwa Mohan Bhatt is the most papuihdian artist abroad.” Other newspaper
articles, websites and commentaries have calledteticultural ambassador to India,” the “god
messenger of Indian classical music,” and “worlcsiminero.”®

After spending three summers studying sitar withrféphew Chandra Mohan Bhatt and
befriending his grand-nephew, Ankit Bhatt, | wateab interview Vishwa Mohan Bhatt at his
Jaipur home. Bhatt explained that his first expentation with Indian music on the guitar was
inspired not by the Hawaiian style guitar but rathye Mughal paintings depicting court
musicians performing a very rare instrument, calleVichitra veend’ This direct connection
to a regal past, and Bhatt’s own family legacy@srcmusicians of Jaipur, created an alternative
narrative to the slide-guitar in India. Rather tlaaioreign import from Hawaii, Bhatt’s narrative
affirms an Indic genesis and inspiration for thdestechniques.

Vishwa Mohan Bhatt described the tensions thatdseetxperienced between tradition
and modernity expressed in his performances, audthé challenges he’s faced from
conservative critics of his slide-guitar renditimflassical music. Essential to each
performance, Bhatt has to replicate the timbrallrestes of other classical instruments. While he

was a good player, he knew from the beginningtiginstrument needed fine tuning and tonal

S Harsh Kabra, “Musical Modernity's PandiThe Times of IndiaOctober 27, 1999. (The Times of India Group,
1999); Renu Ramnath, “Reinventing Traditiofitie HinduOct. 18, 2005: Kasturi & Sons Ltd., 2005).
Vishwa Mohan Bhatthttp://www.vishwamohanbhatt.com/press.htm

Vishwa Mohan Bhatt, personal conversation, 2014.
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stability to accomplish this. This sparked his &diide quest to find an exceptional guitar
luthier with classical music sensibilities. He wagerred to an instrument maker in Kolkata,
Bhaba Sindhu Biswas, who's been an important agtofor Bhatt since their first meeting in
the late 19708

As Bhatt worked to modernize his instrument’s fana function, new options were
developed that walked a fine line between trad#imm and modern technology. Biswas
installed an electronic pick-up array onto Bhattstrument so that precise control and volume
balance became a possibility. His eyes lightingvith enthusiasm, Bhatt eagerly described how
this increased quality of sound and control ovéamee between the main and sympathetic
strings revolutionized slide-guitar performari¢&et initially he had to hide it from view: Bhatt
recalled that he had the electronics and chordp araund the back of the instrument as well as
himself, since electrified instruments were sewefglwned upon in the traditional classical
music world. Despite being new, the instrument&ual details, tone, and technique still
conjured traditional musical aesthetics. Bhatt afale to hide his advancements, while still
benefitting from modern technology: most importdre,declared, was the sound. The medium,
his guitar, was just a conduit for this traditionalsical form, and he found he could break the
rules here and there as long as the sound wast¥re

Bhatt's forward thinking also surfaced in our dissions about the tensions between
foreign and local culture. Hindustani classical mdmas been declining in India for the past few
generations, and Bhatt sees the guitar as thénbpstfor keeping the genre vibrant, without
compromising traditional values and aesthétidsssential to this has been the process of

spreading classical music instruments both arohedvorld and into other genres. Bhatt credited
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his guru, Ravi Shankar, for opening Western eamsd@n music in the 1960s. While Shankar
was dismayed knowing that many Americans were in&igd during his performances, they
nevertheless helped expand the reach of Indiancmiasiliscussing the hedonism, debauchery
and exoticism that marked Indian classical musigtgal reception in the U.S., Bhatt didn’t
express the protectiveness that many other Hindusli@ssical musicians exhibit. To Bhatt these
were just growing pains before audiences learnegpoeciate the musié.Bhatt's liberal
perspective also extends to fusion music, whichdgembraced without qualms since it opens
up audiences to the classical system. Bhatt’sipitgistands in stark contrast to the pessimism
many of his contemporaries display over Indiansitag music’s future and his ingenuity with
his instrument has inspired many other slide-gugitsito follow in his footsteps.

One of those followers, his son, Salil Bhatt (bmri971), has become not only a slide-
guitar player, but also as an innovator, with d@ayuilesign of his own, theatvik veenaThe
younger Bhatt has been building an internationadit&ion, participating in both fusion and
classical contexts and adding extra flair to hibda's style®® With his faster, hard playing and
dazzlingsherwanirobes and gold chains, Salil distinguishes himseth his father. While
briefly involved in acting and car racing, Salilsheontinued his family legacy, performing
frequently in duet, ojugalbandj with his young cousirsitarist Ankit Bhatt (born in 1982), as
well as with many international performers. Salilg® was recently in the spotlight over a
disagreement with his father regarding the fattheffirstmohan veen&' The elder Bhatt had
donated the instrument to a performing arts ingtituin Nagaland, greatly upsetting his son,
who disapproved of it not residing in the Bhatt $ehold. After much contestation, Salil

convinced his father and the organization to retheninstrument, demonstrating the symbolic
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Vishwa Mohan Bhatt, personal conversation, 2014.

Chandra Mohan Bhatt, personal conversation, 2013.
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familys-legacy-is-not-with-us-now/articleshow/5132®.cms
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value of the originalohan veena

Vishwa Mohan Bhatt has taught disciples from arotnedworld, and many have carried
forward his originamohan veendesign as their own. Others have continued to mpddé
instrument® their stories are included in Appendix B. BhaittBuence over the world of slide-
guitarists has been tremendous, especially fornstateding how an object can shed foreign
associations and undergo an evolution in body amntevhat has crossed boundaries of local and
global, traditional and modern, and folk and clealsicomplicating these representations and
challenging these dichotomies.

In Eastern India, Bengali practitioners have aleeeloped the slide-guitar into new
forms and created new techniques to rival the Regas tradition. Early practitioners in Bengal
faced resistance in the classical music world peusevered because of the guitar's international
appeal and because of the groundbreaking workipBBushan Kabra, who inspired many
Bengali slide-guitarists to switch to classical mu$oday, the most renowned player in Kolkata
is the Grammy-nominated maestro Debashish Bhattgal{baorn in 1963), who developed his
own slide-guitar models, incorporating new S datya|it Ray A
organological forms and using names derived fragn hi
Bengali backgrounéf Bhattacharya grew up in a
musical family and began playing Bengali light ntusin

the guitar, along with Hawaiian tunes. Growing up,

Bhattacharya began experimenting with new forms, v _—
ashighy BiistalCiagyzas 20157
working with the luthier Bhaba Sindhu Biswas, a hi  Plietoe by A
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Derek Beres, "Debashish Bhattacharya: Calcutt@@ties: Indian Slide Guitar Odysseglhg Out!/(Summer:
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workshop in the same Ultadanga neighborhood oftiNidikata®’ Bhattacharya created three
very successful slide-guitar models, perfectly agdpo his own playing style with tlehikari
strings on the far end of the instrument, oppdsitBhatt'smohan veendesign. This allowed
much faster playing and finger picking patterng treed not been used previously by slide-
guitarists in Indian classical music. Along withstihevolutionary string placement,
Bhattacharya’s first instrument, tishaturanguj keeps the full six strings of the Hawaiian gyitar
allowing notes in a much lower register to be pmtl In order to play smooth notes on such
thick-gauge bass strings, Bhattacharya sometimesaidifferent slide implement than the
standard metal bar, one much larger and egg-shixeetthat used on wichitra veenaThe
chaturanguialso features a set of sympathetic strings, bgeb#o they can be played like a
harp, orswarmandalcommonly used by vocalists. Bhattacharya’s nestrument was the
gandharvj a double-coursed instrument with five pairs ahgfs rather than a set of sympathetic
strings next to the main strings. Bhattacharya pteduced a paired down, small model of slide-
guitar called thenandi which offers a less classical tone without syrheat strings, bridging
the classical style and Bengali/Hawaiian style &g talanced throughout his car&er.
Bhattacharya continues producing new models fofrhdeb International company, patenting
his creations and displaying a savvy business acume

Debashish Bhattacharya’s long history as one ofrtbst prominent slide-guitarists
includes studies under Brij Bhushan Kabra, andaboltations with the most celebrated
musicians from around the world. His success wilfath fusion and traditional Indian classical

genres has been met with wide accl&iBhattacharya also researches the history of slide-
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Bhaba Sindhu Biswas, personal communication, 2014.
http://www.debashishbhattacharya.com/about.irgbashish Bhattacharya’s website.

8 Rick Anderson, “Review: Calcutta Slide — Guitarbgbashish Bhattacharya\otes: Second Seriggol. 62,
No. 2 Dec. 2005, p. 475. (Published By Music Ligrassociation); David Dennen, “Calcutta Slide Guivg
Debashish Bhattacharya. Revielthnomusicologyol. 55, No. 3 Fall p.540. (University of lllineiPress
2011); Andy Ellis, “Culture Riffs: Debashish Bhatterya's Spellbinding SlideGuitar Player July 1, 2005.
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guitar’s connection to Hawaii, the fruits of whibk’s posted at his websitéHe made the
pilgrimage back to Hawaii to meet with the theny@@r old Tao Moe and his connection has
been kept strong by collaborations with Hawaiiarsitians including Alan Akaka and Jeff
Peterson, who appeared as guest performers atdtan linternational Guitar Festival (1.1.G.F.)
in 2015. Organized by Bhattacharya and reprisedall@ving year, this was India’s first music
festival dedicated solely to the slide-guitar ttiaxtis, a pivotal event in the local and

international recognition of the instrument as aewlarized into Indian music.

Indian International Guitar Festival 2016. Photo by Author
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Given his vested interest in connecting India'desiguitar tradition to the Hawaiian slide-
guitar style that arrived in Kolkata during the 083Bhattacharya has been a crucial source of
information for this project despite my inability $it with him for a proper interview. Currently,
Bhattacharya teaches students at his Bhattachah@oBof Universal Music in Tollygunge,

South Kolkata, while maintaining a busy performasciedule. He is also perhaps the most

(United Entertainment Media, Inc.); Stan Scott]ii-Review: Hindustani Slide Guitar, Debashish
Bhattacharya.EthnomusicologyMVol. 40, No. 2 (Spring — Summer, 1996), pp. 36%-3University of lllinois
Press: Society for Ethnomusicology).

% http://www.debashishbhattacharya.com/about. fi¥gbashish Bhattacharya’s website.
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successful performer internationally, and has bexolmse to many communities throughout
Europe, the Americas, Asia and Australia. His sesaems from his mastery of the light music
and classical genres of India in tandem with piotbllaborations and fusion projects, which
have served as cultural exchanges, placing sidgdeythe guitar’s various global incarnations.

Bhatt and Bhattacharya have become the two pifiatise Indian slide-guitar community,
both representing a musical tradition that has émakrough national boundaries and divisions
of traditional and modern. As direct students effiinst Indian classical slide-guitar player, Brij
Bhushan Kabra, their rivalry has developed forgast twenty years. Since they have created
their own instrument models and wildly differentfeemance techniques, young aspiring slide-
guitarists wonder: Which style do | emulate? Whi@dition should | pursue? Which
community offers the best connections and affitiasi? The social life of slide-guitarists have
become increasingly complicated, and many of ttlenices have become political, especially
their decision of which slide-guitar to play.

Another important question facing young Hindustaassical slide-guitarists is from
whom the instrument should be purchased. The fatigwection focuses on the organology the
Hindustani slide-guitar, detailing my ethnograp&xperiences with the luthier Bhaba Sindhu
Biswas. The stories of the luthiers who work torai@the structure, function, and tone of an
instrument are often ignored in favor of narratittest focus on the brilliance and innovation of
performers. Instrument makers have been at theicehthe slide-guitar’s evolution. Without
their expertise, the instrument would never hawents® well-integrated into the highly guarded

musical aesthetics of the classical tradition ididn
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Organology and the Luthier

Organology, or the study of the construction of imalanstruments, has often been treated
as secondary to the ways influential performer#tuple aesthetic, stylistic and musical qualities
of an instrument. Previous academic research oHlitn#ustani slide-guitar (Clayton 2001,
Sontakke 2015) gives no hint to how and by whonr thenic instruments were created. Most
performers give no details about the luthier or pany that creates their instruments, only
specifications and narratives about divine insjgrat* The skilled luthier who actually made,
and often also designed the instrument, getsdsst,slide-guitars are constructed by unnamed
menial workers. Only recently have some top plapegun discussing their instrument’s maker
with audiences. Most players now admit their depecd on their slide-guitar makers to keep
their customized instrument in top performance @ and they lament the lack of public
recognition for the workers who make their cargmrssible. No comprehensive or accurate
account exists about the life and work of the lethiwho have given structure to the Hindustani
slide-guitar.

In response, my fieldwork has been focused on trdvof musical instrument makers so
as to better understand the way luthiers work witlsicians to create new, customized
instruments. | spent months discussing with luthtBe organological details of Hindustani
slide-guitars, including measurements, wood qesljtdesign innovations, and essential
materials. My fieldwork took me from Jaipur to Dieland then to North Kolkata, where | forged
a relationship with the instrument maker who staatdtie center of the slide-guitar’s successful
integrations and vernacularization into Hindustdassical music, Conchord luthier Bhaba

Sindhu Biswas.

% http://www.vishwamohanbhatt.com/veena.hfrttp://www.debashishbhattacharya.com/trinity-oftgts.php
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| believe that the instrument maker gives form anmttion to an object, which makes it
possible for the objects to accrue value, or symhmiltural capital. For example, the Hawaiian
slide-guitar design as it existed in mid-twentieémtury India was ill-suited tonally for
Hindustani classical music. With structural changesle by the luthier, however, the instrument
could better produce the sounds that identified iexplicitly Indian. Adding sympathetic strings
is no small feat since it puts thousands of powfdension on the neck of the instrument: the
guitar’s entire structure depends on maintainimgiten. Likewise, altering the shape of the
instrument’s sound hole, through experimentatitioned the slide-guitar to be adapted to
please the ears of classical music aficionadogandrmers. These technical and structural
insights are indispensable to the instrument, agdire decades to refine.

Beginning in Jaipur, | began speaking with instratmaakers in a neighborhood of the old
city populated with small instrument shops. A tatlaker talked about the challenges of
producing acoustic instruments, and the virtueasetfty musical instrument$.New
instruments require structural elements to fit it®ir intended genre, including visual
adornments that appeal to musicians and audiefngastrument maker generally sticks to
traditional instruments because a system, sometmesnt in origin, has been developed that
proves the value and capability of an instrumesigie

The risk taken by a maker to improve or fundaméntdter aspects of a traditional
instrument usually ends in failure. The relatiopdhétween the maker and performer must be
good for an instrument to achieve any status ogtsfdhovelty, meaning it must endure and
prove itself in the musical community. It is thasredibly difficult for any new invention to
succeed, much less achieve what the slide-guitadbae in the past twenty years. Instrument

characteristics, such as endurance, playabilipyoducibility, symbolic capital, and tonal

92 Mukesh Singh, personal communication, 2014.
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aesthetics help explain the Hindustani slide-gisitamergence, acceptance by gatekeepers of a
genre, and vernacularization into the vocabulargasfsumers.

Most Jaipuri luthiers and drum makers | spoke el no interest in making new
instruments. It wasn’t economically feasible foertt especially for those still working to
establish their reputations for crafting traditibmstruments. Since Jaipur lacks a reputation for
producing top quality instruments for Hindustarasdical music, local makers vie to make a
name for themselves. Most classical instrumentgukain Jaipur generally go to larger cities like
Delhi, Mumbai and Kolkata to acquire concert qudiitols of the trade. To consult one of the
top instrument makers, RikhiRam, | traveled fronpuato downtown New Delhi. | arrived just
as the slide-guitarist Salil Bhatt was enteringdtare. Since | knew him from having lived for
several summers one floor above Bhatt's home (wWhilas studying with his cousin, Chandra
Mohan Bhatt), Salil was able to introduce me toghep owner, Sanjay Rikhiram, thus turning
my cold call into a successful visit.

As we sat down to chat, Rikhiram retrieved a cusitastrument he had been crafting for
Anoushka Shankasijtarist and daughter of Ravi Shankar. Showing me someadditions,
Rikhiram discussed the growing trend of musiciasisray for custom instruments. Most new
models commissioned at the RikhiRam shop wereadibers prompted by the need for more
control over the volume and tonal qualities of ith&ruments, meaning that pickups and
equalizer technology were being added to the stdrsteucture of traditional instruments. One
exception was a completely new, lightweight andlemaitar model for Ravi Shankar,
developed by Rikhiram so that the aging maestrddgolay more comfortably without
aggravating his left shoulder and continue hisqrertince career. Shankar’s electiiar,
sometimes called Atar, had a solid body of wood, without the gourd tisdipically affixed to

the bottom of the instrument. The neck was thiramet shorter, facilitating quicker movements
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up and down its lengtt.

When | asked Rikhiram about new instruments, heneead me about their prohibitive
economics. Since completely new instruments havieaalitional foundation, it is difficult to
produce more than just a one-off custom model anidake a loss. Modifications to existing
instruments are more successful but they are ditgnissed as novelties with little chance of
enduring unless players fully dedicate themseledhe instrument. In such cases where a
dedicated musician exists, a luthier generally yumtks with that musician to upgrade or fix the
single model, rarely producing many more becaudacfof demand. Thus, rather than taking
initiative, Rikhiram typically waits for a famoususician to approach him with a custom
request. Yet since prominent players are usedtbtional models, Rikhiram claims it is best to
alter them only slightly. Students and amateurdast suited to generic traditional models, on
which their guru can properly instruct them in pemiance technique. The small economy for
custom instruments poses a great challenge foamnclassical slide-guitarists, whose
instruments are not only rare, but expengive.

To incorporate innovations and improvements inruraents that have endured for
hundreds of years poses a challenge. When | sueghtsit the structure of thabla andsitar
have changed in the past century, Rikhiram claimegs a slow evolution that occurred only
the larger context of an instrument becoming wathkn, championed by players and approved
by audiences. | asked Rikhiram whether Vishwa MdBhatt'smohan veenaas an exception
to his view of the timeless quality of traditionastruments. Rikhiram considered it not as a new
instrument, but a carefully crafted modificatioretéoreign instrument, the guitar. While perhaps
accurate conceptually, tmeohan veenayr more generically, the Hindustani slide-guitaryery

different structurally and tonally to the guitandaeven the Hawaiian slide-guitar, that it seems to
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be a much more dramatic innovation than just a froadiion.

Rikhiram’s own attempt at a slide-guitar produdeelshankar veengplayed by Kamala
Shankar from Varanasi. This instrument differs gBigantly from the typical slide-guitar models,
since it is made with a different neck and a vgrgcific wood (cedar) that gives it a unique
visual and tonal color. Rikhiram wasn't sure if thedel would persevere like th@ohan veena,
since Vishwa Mohan Bhatt's charisma and preseneegasu and celebrity was vital to how
younger generations adopted his instrunf@Kamala Shankar has a following of her own,
especially with young women performers who hopfliow in her footsteps. A few of the
contestants at the light music competition thatdke with during the Indian International Guitar
Festival identified Shankar as an inspiration, ey for walking her own path rather than
following established players like Bhatt and Bhetttarya.

Noting the challenges faced by slide-guitarist&hiram conceded that the instrument,
while a rare, unique, and modern hybrid of Wesgard Indian instruments, was establishing its
own tradition. It relied of course, on the musigahut also on the instrument’s availability,
whose scarcity makes it not only valuable, but ectijo controversy and contention. The secrets
to making durable and tonally beautiful Indian shglitars are highly guarded, especially as
savvy entrepreneurs have attempted to control #mehand the instrument’s production.
Knowing my fascination with the slide-guitar, Rikdin suggested | travel to Kolkata and speak
with musicians there who could describe more spmadiy how their instruments evolved into

their present incarnations, which I did in 20%4.

95
96

Sanjay Rikhiram personal communication, 2014.
Sanjay Rikhiram personal communication, 2014.



175

Bhaba Sindhu Biswas and Conchord Guitars

Across from the old Lily Biscuit factory in the tdtlanga neighborhood of north Kolkata
stands Bhaba Sindhu Biswas' workshop, the Condhaotdry. Amidst barking dogs, the
construction next door, and cricket games on tfeestyou can hear the sounds of hammering
and polishing all day coming from this small, sexgtory, two room structure. Wood shavings
often cover the 12-foot square front room. A woodkair and cabinet stand on the right, and
tools and a floor-level workspace on the left. Hadt size, the second room houses a dozen or
so hanging guitars, hardware, and materials. Upabothe rafters, dozens of planks of wood
await their final phase of drying before being wetknto the body of a new guitar. Underneath
the single bulb in the main room, Biswas sits, @ttimg the fret-board of a new standard 6-string
Spanish guitar. His assistant Ravi polishes a gagak on the floor, holding two ends with his
feet, and working with a lathe and sand-paper.l@natalls appear posters of famous slide-guitar
players, including Vishwa Mohan Bhatt, Barun KurRat, Subhash Ghosh, Siddhartha
Banerjee, and Rhitom Sarkar, all of whom are hents. Biswas is the biggest name in
professional Indian slide-guitar manufacturing, areplastic benches have been occupied by
the greatest slide-guitarists in India.

Picking up a hammer, Biswas adjusts the fretsromstrument while explaining to me in
broken English that after many years dedicatedide-guitars, he started making Spanish
guitars again since they’re fast becoming Indiatstpopular instrument. Gesturing to the iron
guitar frames hanging behind him on the walls, des $1e can make Spanish guitars much more
quickly. These frames bend thin pieces of plywaud the shape of the guitar body, a much less
work-intensive process than carving the body frosol&d piece of wood like his top quality

instruments. Keeping a balance between the cheggk quitars and the custom instruments is
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an economic choice, which keeps his real passioatathe invention and development of the

new, high-quality slide instruments.

Bhabha Sindhu Biswas
at the Conchord Work-
shop, Ultadanga; North
Kolkata, 2014. .
Photo by Author

Bhaba Sindhu Biswas (born in the 1950's) is frootkéta and most of his family still
resides there or in the Hooghly district acrossriver. He grew up in a family of instrument
makers, beginning work in his twenties at his elgt@ther's workshop, Signature Guitars, which
is one of India’s most popular brantfdn the 1960s and 1970s, Kolkata reached a peskdet
guitar popularity, especially playing Bengali paguhnd film songs on Hawaiian slide-guitars,
as discussed in chapter four. By the early 1988w&s had developed his luthier skills and took
to building slide-guitars under the name of Condharitiating a new era of development in the
slide-guitar’s structure, material and tofie.

As the classical form began to overtake light masi the genre of choice for slide-

guitarists in the early 1980s, Biswas began modghhis instruments to reflect classical music
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aesthetics® The addition of sympathetic strings demanded astevcture to the guitar’s body
and neck to hold the pressure of twenty or mora-egsion strings. Increased sustain and a
warm, clear, and stable pitch required experimentatith the instrument’s wood and form.
After almost forty years of experimentation, andhdéieds of structural changes and
consultations with top Indian musicians, Biswawidely hailed as the best slide-guitar maker in
India.

In this same surprisingly humble workshop, thabeninstruments were born, all
variations of slide-guitar, and generically ternigdlian slide-guitars”mohan veena, satvik
veena, chaturangui, gandharvi, anandi, siddha veeaeasvani veenand many mor&* Body
modifications are Biswas’ recent passion, with iers that make the instrument resemble other
Indian standards like thearod sitar andtanpura Almost all professional Hindustani slide-
guitarists have worked with Biswas, many to desigrir own, custom slide-guitar. Of the
dozens of slide-guitarists | interacted with durmyg fieldwork, most of them have confided in
me their close and dependent relationship with (8ee biographies in Appendix B). They
affirm his stubbornness, but also his genius, tireatched quality of his instruments, and the
debt the slide-guitar world owes him for creatingtruments that compete with the gar and
sarodmanufacturers.

Unfortunately, finding the Conchord workshop is imungore difficult than it should be
for a luthier with such renown. There is very éttheb presence for the Conchord brand and only
a few blogs and discussion threads give any clsiés how to contact Biswd$? Other websites

sell the Conchord brand instrument, but with bregérence, if any, to where and how it was

100 Bhaba Sindhu Biswas, personal communication, 2014.

101 Bhaba Sindhu Biswas, personal communication, 2014.

102 hitp:/lwww.sitarsencat.com/cat-sitars-tabla-indi@2oncord http://lectio-brevior.blogspot.com/2013/01/the-
guitar-maker.htmlhttp://www.indianguitartabs.com/f18/concord-guitaedcutta-44501.html
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created:”® Some performers with a personal connection to Béshave advertised the brand, yet
rather than explicitly crediting the maker, thesetals serve as intermediaries for distributtth.
Biswas has even been approached with contractstijbdtors hoping to legally bind the
Conchord brand into only selling instruments thifooge particular company, a proposition that
he has rejected, seeing it as an affront to hexifsen of creation®

My first meeting with Bhaba Sindhu Biswas was agethby Anup Das Gupta, a slide-
guitarist referred to me by Sanjoy Bandopadhyaydinector of instrumental music at Rabindra
Bharati University, where | had established ariaffon. Anup had asked me to meet him at
Ruby Hospital after his appointment so that we daake a bus together to Ultadanga via the
EM bypass. After | had expressed interest in whedwho made his instrument, Gupta—
knowing my research objectives and my need to bettderstand the guitar-production process
suggested that we visit Biswd$.This was crucial for my research, since meetingthSindhu
Biswas established not only my connection to hiat,abso practically the entire Indian slide-
guitar playing community. While challenging, whatduld muster of my Bengali language skills
was appreciated by Biswas, who was also swayedybgrawing list of referrals from players
like Vishwa Mohan Bhatt, as well as Biswas’ oleefrd, Anup Das Gupta.

After introductions and a discussion of my optiémscommissioning a new instrument
from scratch, Gupta took Biswas outside to disquss&tely how to approach me and my
research. At Gupta’s urging, Biswas began tellirgabout his business, his clients, and the
scope of the Kolkata slide-guitar community. Asiden my interest in a new instrument, he

quickly understood how my research goals requireite range of interviews with both players

103 http:/lwww.indian-instruments.com/stringed_instrurt#mohan_ vina.htphttp://www.india-

instruments.eu/details-346/items/slide-guitar-meb@ena-concord.html
http://rhitomsarkar.com/quiter.php

Bhaba Sindhu Biswas, personal conversation, 2014.

Anup Das Gupta, personal communication, 2014.
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of the instrument and players in the indudthAfter a few visits with him he agreed to design
an instrument with me and show me each step atdghstruction process, from choosing
materials, to form, to string placement, and a bbésther aesthetic and structural concerns. |
will describe much of what he said later in thiggter, being authorized by him to tell his story
and describe his techniques. In addition to acktesese well-guarded secrets, he dropped his
cell phone into my lap and named off over thirtytaxts of slide-guitarists with whom he had
worked. The Biswas' workshop soon became the dentoamation hub for my research, where
not only the construction process was transpaenné to document, but my weekly visits
allowed me to rub elbows with slide-guitarists franound India, exponentially growing my
network and collection of interviews.

The pantheon of Indian classical instruments kasmded throughout the centuries but
few foreign instruments have become as fully veuteazed into the genre as the slide-guitar.
As discussed in chapter two of this dissertatinstruments like the harmonium and violin have
been vernacularized into classical music whilegutng visual and symbolic aesthetics that
denote modernity, colonialism and Western cultlreontrast, the Hindustani slide-guitar's
modifications express a different set of signifierst just modern, but also traditional; Western
but highly stylized with visually Indian aesthetiesxd decidedly a post-colonial hybrid that has
revived international interest in traditional Hirsdlani classical music. Bhaba Sindhu Biswas has
been central to these developments and desenagnigon for his accomplishments. Having
pioneered the slide-guitars evolution from this ketrop, Biswas has profoundly influenced how
the slide-guitar has transformed from a popularlayid music instrument into a significant

addition to Indian classical music’s instrumentatiegories.

197 Bhaba Sindhu Biswas, personal communication, 2014.
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Constructing a Hindustani Slide-Guitar

Constructing the slide-guitar requires making chsiabout string configuration and
desired playing style. Structure dictates the umgnt’s style, sound quality and playing
techniques. The choices made by the pioneeringanansi, Vishwa Mohan Bhatt and Debashish
Bhattacharya—especially about string placementgaritar form, have created styles that are the
closest thing Indian slide-guitarists have to astrumentagharanag or stylistic tradition. The
wide range of choices, however, also can makeriheeps of selecting an instrument a bit
confusing.

To illustrate, consider the experience | obsedadng my fieldwork, which
demonstrates how difficult it is to choose and teacustom model at the Conchord shop. One
afternoon in the fall of 2014, an American travel8rupaksha, and his partner came to
Ultadanga searching for a slide-guitar. | had begethe workshop checking the progress of my
own instrument, chatting with Rhitom Sarkar, wheae$ around the corner. Biswas' American
customers were well-versed in Indian music anducetwith experience playirgarodand a
strong identification with Hindu theology and lis¢ure, yet they had no Bengali or Hindi
language ability. Offering our help, Rhitom andtifitated the following conversations about
the slide-guitar, which eventually also influeneey own slide-guitar's design specifications.

The answer to Virupaksha's first question, “céry bne out?” highlights the reality of the
Conchord factory. As much as it is a small workstigg produces a few dozen guitars a year, it
is also a laboratory, where slide instruments handergone rigorous experimentation over many
decades—their failed incarnations and dismembeaed purned into furniture, paper weights
and backscratchers. New models stand with thedéssexposed, their shapes suggesting

Conchord's current inventory, requiring at leastegk to assemble the finished product. “No”
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was the answer, one could not try a slide-guitae,h@or buy one without a list of specifications
based on a player's personal preferences. Withwidratanding all the slide-guitar’s
permutations, these decisions require consultaimhsome reflection before buying an
instrument.

Other questions followed: Could it be played lé&sarodor a regular guitar? Not exactly.
The instrument can't be played effectively turnpdght because the slide-mechanism must be
balanced on top of the strings like a lap-stedbrdpor Hawaiian guitar. While slide-guitar
players have experimented with guitar picks,damds jabba,and thesitar's misrab,most have
returned to two metal finger-plectrums and onetlaBumb-pick in one hand, and a bullet-
shaped metal slide with the other. With these niandard accessories, one can play techniques
on a slide-guitar that mimic those of the vosaod sitar, and Spanish guitar. A technique is
commonly referred to dsaj or ang,for example thesarodstyle is referred to as tlsarod ang
and the vocal style is referred togesyaki ang So the answer to this question of whether the
slide-guitar can be played likesarodor regular guitar was not unequivocal becauseoes,
can sound like aarodon the slide-guitar, but it requires a completéifferent technique to
produce the same sounds, which is described in#gppé.

String placement can dramatically change what ssipde on the slide-guitar and
produce completely different playing techniquesistbecoming a baseline marker of whose
style a player is capable of emulating. What istlist string configuration? No player could
answer this question free from personal bias, basazhe’s favorite artists and techniques.
Biswas described how some artists provided their parsonal aesthetics as blue-prints for the
eventual product. Vishwa Mohan Bhatt, for instanmeferred to have the twahikari strings
placed on the back, closer to the body, wheredtvel bass strings would be on a standard

guitar. Thesehikari are to be played with the thumb, adding weightachestroke to produce a
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sound that Biswas describedgisinj—perhaps best larab
(sympathetic strings)

translated asrunch.Some players regard this style as
similar to playing the sitar, allowing a strongéaak
with the thumb but reducing speed because it is
necessary to alternate between the main stringrend
chikari, which are the farthest from each other in this d ‘ A : '_ N Chikari
configuration.

Alternatively, thechikari string configuration can
€onc

e Y s 4 '
Photogby/Author

be placed on the front, farthest from the bodyedo
played with the fingers while the thumb plays thr@mmelody string, thus resembling the
configuration of theveena Debashish Bhattacharya pioneered this configurateveloping
increased speed and more complicated patternkdghrala section of a raga performance.
Without thechikari next to the thumb, Bhattacharya also has two |®strérgs like a Hawaiian
slide-guitar, available on hishaturanguimodel°® This configuration requires an extra neck
attachment for placing thehikari string tuners on the front of the instrument. Tinal
adjustment alters the instrument’s overall fornguieng a customized carrying case. Out of
many other choices regarding the stringscthikari's placemenhas become a focal point for
player differentiating not only extreme variatiandechnique, but also for identifying models
when they’re embroiled in a struggle over intellttproperty rights.

Beside thechikari placement, many other choices still remain. Placgmokthe
sympathetic string courses, tarab strings, can be situated underneath the playingstr
increasing the volume and making it easier to attithe sympathetic strings. The alternative

requires another piece of wood connected to thk aecthe front of the instrument, strong

198 Bhaba Sindhu Biswas, personal communication, 2014.
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enough to sustain all the sympathetic strings. Bbishing théarab strings to the side of the
guitar reduces the sympathetic vibrations and gatathe neck considerably, it does allow the
musician to easily play those strings, much lilkevarmandalaa common zither instrument
used by vocalists as accompaniment. Amongst otte¥ations, this structural change
contributes to technique, which is often basedhenetmulation of other styles. The
swarmandaldike course of strings provides embellishmentshanslide-guitar typical of vocal
music.

Another option was the shape of the sound holegir@dly, Biswas had used round holes
just like the Spanish and Hawaiian guitars popidndia. Some twenty years ago though, he
switched the slide-guitar's sound hole to the etalape of violins and cellos with stunning
success?® These were now the standard since they produeetiraer, clearer and more stable
tone. Biswas explained that the circular holedhefgast models couldn’t control the
instrument’s pitch and emitted a “howling” soundigh failed to produce the pure, clean, and
unwavering tone expected in classical music. Saochltstability was necessary so that the
instrument’s main strings would engage with the ggthetic strings and provide the unique and
compulsory aesthetic resonance of Indian classisauments.

Far from being able to walk into a store and pasehan instrument, Virupaksha's
decision took over a week, with many visits to @enchord workshop and frequent
consultations with Biswas. Rhitom Sarkar showed $@&veral different instruments at his home,
and offered Virupaksha some introductory lessotigmidtely, Sarkar convinced him to purchase
a slide-guitar with thehikari strings on the front. Since he had initially ordeiton the back,

and since the carrying case had already been ctedpkenew case had to be constructed.

199 Bhaba Sindhu Biswas, personal communication, 2014.
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5 ; | spent a few months discussing with Biswas the@ss of

Single piece

building a slide-guitar from scratch. We discusegimerits of
having the instrument made with plywood and fratoesreate the
body versus a single piece of wood for the bodyciwallows a
longer sustain and warmer tone in the latter. Vesthohan Bhatt
at one point played the plywood frame version,ngptiow bright

the sound was, yet sometimes also unstable, withaoee sustain.

Bhatt's son Salil named the single piece of woadiva thesatvik
veenalt held a tone for much longer than the origimahan veenaade of plywood, and while
not as bright, it was very stable in pitch. Soothidather and son were playing instruments
made from one piece of wood but still calling thastruments their respective names.
According to Biswas, the one-piece design is cjesuperior, but also much more expensive,
and much more work intensive, regardless what watiutc

Additionally, Bhaba Sindhu has created a wide rasfgeody types: one resembling a

standard arch-top guitar, one of similar shapesinadller, one with

Plywood frame model,

the shape of aitar's lower body (dubbed by Siddhartha Banerje JRCastbilCRM R

as thesiddha veeng and one with the elongated body and shortg
neck of asarod All these forms were only baseline templates fo
the instrument, awaiting other customized additiand
modifications. The shape of the instrument andeataent of
chikari was a choice dictated for me by my comfort levehvaach

of the dominant playing styles of Bhatt or Bhattagfa. Because of my background playing
flamenco, classical, and folk guitar fingerpickistgles, | had thehikari attached to the front of

an arch-top guitar-shaped body, near the maingstinthat | could adapt some of my own
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techniques and work closely with Rhitom Sarkar, \alem plays in this style.

Other technical specifications have an effect plager’s technique. Having explored
many string gauge possibilities, Biswas has beén@pover the last five to six years for a
thicker gauge of guitar strings starting with thekari and main string at eleven or twelve
millimeters thick. Many players have toyed withgeeneasurements, some preferring a thinner
sound, leading to a smaller gage, between eighteamdvhich also allows for faster picking.
Some prefer a thicker warm sound, with thirteenegstgngs, which produce more sustain.

Biswas was very specific about his wood

Mahogany: at
preferences, emphasizing that the quality andblife Ultadanga
factory, 2014
Photo by
and warm tone. Since the guitar has a different BSATTa 0] ¢

the material allows his instruments to projectla fu
construction than sarodor sitar, the wood used fo s
those instruments wasn’t always the best choice 1@
Conchord guitars. The typical rosewood of otherdndlassical instruments created a very
bright and sharp tone on the guitar, possibly bEstause thearodandsitar have no sound

holes, whereas the guitar features the standardhood f-holes. Teakwood has been tried, but it
was too sharp in the treble range for the slidéaguinstead, Biswas keeps only the fretboard as
rosewood—generally purchased from Orissa, but Hem#ne guitar’s body and neck from
Indian mahogany, harvested from Assam. Biswas stiane2a beautiful piece of Indian
mahogany at his colleagues sawmill, noting its rexdtdish color and fragrance. This wood was
very hard, yet porous, allowing the sound to bermdled within the body of the instrument

while still retaining a warm and stable qualfity.

For the face plate of the slide-guitar, Biswas expented for many years with different

10 Bhaba Sindhu Biswas, personal communication, 2014.
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woods from all around India. Only recently did Iredfhis
Kashmiri Fir faceplate,
holy grail: the rare and government-protected KasHim 2014. Photo by Author.
Unlike fir trees in the Indian lowlands, this woads
tempered by high altitudes and temperatures thegtsenthe
tree in snow for most of the year. This causestieand
porous wood to be strong and flexible, while alsting as

the perfect board through which sound projectsobthe

instrument:* To acquire this wood requires a special

process, where a team of government-sanctioneetsgg
enters the highlands and cut down one or two teg=ar. The wood arrives in Kolkata where the
Conchord company buys it at auction with practicath competition. Thus, the wood, while rare
and rather expensive, is not difficult to acqutos soft to create stable furniture, no other
woodworking companies work with Kashmiri i’

Conchord guitars use silver and brass alloy freitsymered into grooves that space the
frets apart according the size of the instrumenhcbord’s slide-guitars have the frets painted
onto the neck, or inserted in a similar fashiothasstandard guitars. For slide-guitars, these
serve as visual markers so that a player can staye. If the neck bends at all, these frets can
then be offset, which makes it difficult to mattie tright tones with spacing. When | asked
Biswas whether he ever installs a truss rod to kkemeck straight, he claimed it would require
a reconfiguration of therab strings, which are often strung through the holleek and out to
tuners that line the neck closer to the body. bgtéo keep the neck durable and resistant to

bending, Biswas splices the neck itself togethemfdifferent woods with grains alternating

111 Bhaba Sindhu Biswas, personal communication, 2014.
112 Bhaba Sindhu Biswas, personal communication, 2014.
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direction*

When it comes to other materials and electronicsy8s has also pioneered a range of
improvements. With local materials, he has createdwn free-saddle pickup array, which
allows the player to control the main stringlsikari andtarab, separately. Using Korean
electronics called EQ Rose and the U.S. FishmamdbBiswas has assembled the input,
pickups, and volume control now found on the insieats of the top slide-guitarists. The
instrument’s structure also dictates the pickuggaent since string configurations can vary.
Each new design then becomes an experiment, req@mall adjustments throughout the life of
the instrument. As such Biswas regularly seesreiations throughout the years, making special

adjustments to each one in consultation with therformers.

The finishing touches for most Conchord Carying designs, 2014
Photo b_y.-“g\flithor

instruments occurs in partnership with Sanat Hallar
detail designer and woodworker who honed his craft
producing the elaborate decorations found orsitae and

rudra veenaFrom the outskirts of Kolkata, Haldar and a

team of four workers apply the custom adornmerdsniake the instrument appear truly Indian.
Polishing and final details like the Conchord bréwmgb are applied at the end of the carving
process and then the strings and electronics aserded:'*

With unparalleled craftsmanship, Bhaba Sindhu Bswaperience and intimate
knowledge of wood, structure and other materiadspaecious to the slide-guitar community and
the future of these slide-guitar instruments. Sadk/name is not as well-known as it should be.
Biswas has resorted to putting an image of his &éue the brand to spread his name. Perhaps

he believes it will deter players, caught up ingbeial tensions within the community, from

113 Bhaba Sindhu Biswas, personal communication, 2016.
114 Bhaba Sindhu Biswas, personal communication, 2014.
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trying to erase or scratch off the Conchord ingagnom
their instruments. Hopefully, his contributions kgbon be
acknowledged publicly, and his innovations, desigms
special knowledge will live on—through his appreat—
into the future.

Bhaba Sindhu Biswas’ monumental contributions
the slide-guitar and its many incarnations aredaroved

from the naming issue. He keeps his distance fiam t

Bhaba Sindhu Biswas with author’s
completed instrument, 2015.
Photo by Author.

issue because it has caused tensions in the cortymuni
including affronts to his own business. To Biswhs,
name matters much less than the design, the inmogaand the development of the unique
Conchord sound. Regardless, naming and patentsneezdocus of our frequent conversations

because of the stress it has caused him and d#y&re in the community.

The Politics of Instrument Creation: What's in a Name?

Mohanveenasatvikveenahansaveenashankar veensiddhaveenachitra veena
swar veenagyanveenavishwaveenaswar-ranginiveenasarasbaniveena... these are some
of the new names given by their performers to umsgnts derived from the structure of the
slide-guitar in India. Each name adds a cosmolbdgncalifier to the Sanskrit word for lute,
imbuing the objects with traditional Hindu symbatisOther modified slide-guitars include the
chaturangui, gandharyiandanandi whose names add their own personalized toudteto t
instrument. In the course of my dissertation regdearorking with musicians in Jaipur and

Kolkata, these names presented an interesting haymobols and signifiers, which amongst
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audiences, critics and other musicians, has gestecainfusion and controversy in the process of
vernacularizing the slide-guitar into Indian musidtures. These names have also generated
political affiliations connecting performers, teach, students and instrument makers in a web of
allegiances that have had a powerful effect orstiwgal life of guitarists in the Indian classical
music scene.

Many new players have followed in the footstep¥ishwa Mohan Bhatt and Debashish
Bhattacharya by playing the same models they dedigbome players also emulate their flair
for invention, working to create new instrumentigas and names that can be more closely
associated with their own personalities and plagitytes. This drive to distinguish oneself with
a unique instrument is encouraged by the natiomdiisternational fame bestowed upon the
previous generation of inventors. Designs have satire in the community that some players
have gone to great lengths to protect their intall@ property. Both Debashish Bhattacharya and
Vishwa Mohan Bhatt have created patents for thegdef their instruments in order to have
some measure of control over the production of hesigns. The resulting attempts to enforce
patent laws and prevent makers from creating ingtnis with even similar designs have created
a rift in the community, specifically between Delhiat Bhattacharya and the original maker of
his instruments, Bhaba Sindhu Bisw&sThis has caused great tension in the community) an
found myself embroiled in this feud just by asstio@with Biswas and learning about their
personal battle§'® Without taking sides, | wish success for bothhefse monumental figures,
but just by virtue of playing a Conchord instruméwntas told | might be unwelcome at
Bhattacharya’s school of music.

Even before meeting Bhaba Sindhu Biswas and purghas instrument from him, |

approached Debashish Bhattacharya in the hopexjoirang a slide-guitar. Curious about the

115 Bhaba Sindhu Biswas, personal communication, 2014.
¢ Bhaba Sindhu Biswas, personal communication, 2014.
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construction of his instruments, | asked Bhattagh&o see the factory where his Trideb
instruments were produced. | was denied, on thergi® that there was a patent on the
instruments-’ This was confusing since seemingly a patent woualg further protect
Bhattacharya’s intellectual property. | soon disr@d that Biswas’ cousin, Rishikesh Biswas,
was the luthier Bhattacharya had employed to predie Trideb models. Having signed a non-
disclosure contract, Rishikesh was prohibited faigtussing with me the instruments he made.
This obstacle to constructing any comparative fraar& for slide-guitars is unfortunate, but
understandable considering the social tensionshtha filtered into the larger community.

This feud is a dispute over the notion of who sbaudntrol the production of
instruments. Bhattacharya conceived of designsgusiaterial evidence to claim a patent on the
placing ofchikari strings in the front of the instrument, along wather modifications typical of
his chaturangui, gandhanandanandimodels. Following his international success,
Bhattacharya offered Biswas a contract to exclugigeeate instruments for his company Trideb
international*'® Biswas'’s refusal began a series of contentiomsliteg to him receiving a cease-
and-desist letter for making Hindustani slide-guitaith Bhattacharya’s alteratiohs.Upset
that his once friend was pursuing legal action gjaim, Biswas conceded that he had no
interest in legal battles, becoming frustrated ithattempts at seeking legal counsel and the
exorbitant costs to defending his case as theiohai who brought these designs to life. Having
all the knowledge and experience of how to makeityuastruments, Biswas was integral to
making the realistic adjustments, finding the materand constructing the framework for an
instrument he is being told never to produce adaire alternative presented to Biswas was to

patent every instrument he designs, which was ueappealing to a craftsman and artist who is

117 Debashish Bhattacharya, personal communicatiaky.20
118 Bhaba Sindhu Biswas, personal communication, 2014.
119 Bhaba Sindhu Biswas, personal communication, 2014.
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constantly creating and refining his ideas.

While legal actions haven’t materialized againgvigis, he continues creating new
instrument designs and configurations that he bestim players he trusts. Many of these
younger players arrive and consult Biswas, takisgrstruments and branding them with their
own names. What is stopping a young player frormga&ut a patent on their new instruments
and seeking legal control over the design? A sdikiervVishwa Mohan Bhatt took out the patent
on themohan veengonly to find that the name had already been byedadhika Mohan Maitra
for a modifiedsarod adding another layer of confusion to the namsgsgié. Biswas continues
makingmohan veenalide-guitars as he is a close friend and dedicatggiheer to Bhatt's
instruments. Bhatt, amongst a large percentagéhef slide-guitarists in India have lent their
support to Biswas, creating a rift that brimmed jusder the surface of the 2015 Indian
International Guitar Festival dedicated to Indiadesguitar traditions.

The Indian International Guitar Festivals of 20h8l 2016 were organized by Debashish
Bhattacharya. The first year was monumental folifaeof Indian slide-guitar as it gathered
together the largest ever group of slide-guitafists around India. Both years, an entire week
of performances, workshops and competitions brotagént of all age groups to Kolkata.
Present was grand-guru Brij Bhushan Kabra and diicd&on to him, Vishwa Mohan Bhatt
agreed to perform. Attending this festival allowad to meet face-to-face many players | had
interviewed over the phone or through Skype, atrdduced me to dozens of other performers
in the community. Soon | realized the festival vaaskewed representation of the community
since very few Kolkata players not associated Wighhashish Bhattacharya chose to attend. As |
went back and forth between the festival eventstaed€Conchord workshop, many local players
gathered with me to hear of the festival they daretdattend. Even as the festival proceeded

with international guest performers and many playem across India, one glaring omission
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was evident: despite many players performing oncGord guitars, there was no public
recognition of the vital role of Bhaba Sindhu Bisaa the history of slide-guitar in India.

Beyond the social rift manifested at the slide-guiestival, the hyper-customization of
slide-guitars in India has posed many challengg®tmger generations of players looking to
further their skills on slide instruments in thasgical genre. For example, the lack of
standardization has made booking performanceudliffiAccording to slide-guitarist Deepak
Kshirsagar, promoters tended to ask whether heegiaphan veenar chaturanguj to which he
replied “Hindustani slide-guitar” as Kshirsagar hred been a direct student of either maestro.
Bhatt and Bhattacharya’s instruments are recogmagaes, vernacularized into the common
vocabulary for performance promotions, yet othstrumments of this ilk, even a generically
termed Hindustani slide-guitar have not been asesstul.

My primary slide-guitar instructor, Rhitom Sarkdsacriticized the naming issue, calling
it a “gimmick” for “cheap popularity*?° Opposed to alternative names, he believes the
instruments should all be called Hindustani slidéags, if performed in the classical tradition.
This is how it was before the 1990’s, observablienier notes to both Vishwa Mohan Bhatt and
Debashish Bhattacharya’s albums before the nammamgdook off. To Sarkar, the variations in
names and string arrangements are merely smadteif€es, and unique instrument names only
creates confusion, and a lack of standardized progyrthereby discouraging young students.
When questioned by magazines and newspapers, askimglaysmohan veenar chaturanguj
he always responds: “Hindustani slide-guitar.” Barkar, pretty much all these successful guitar
designs come from one maker, Bhaba Sindhu Biswas-w¥hile agreeing with Sarkar—has no
control over how his instruments are identifiedtckBamused, “If | add onehikari and the

playing technique remains the same, does that ineamcall the instrument something

120 Rhitom Sarkar, personal communication, 2014.
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completely different?*?! In contrast, he recognized how guitars in the Westerally just get
identified by a modifier7-string guitar,steel-stringguitar,nylon-stringor classicalguitar, and
so forth. Like others in his generations, Sarkasdbe naming issue as a lingering obstacle to
the slide-guitar’s success.

Some players identify the lack of standardizatisrthe central problem in the world of
Indian slide-guitar. The lack of unity amongst shguitarists provides the biggest concern, only
heightened by the wide range of names for classlichd-guitars. The particular names given by
Bhatt and Bhattacharya, for example, are very paci a classical music context where no
other instruments carry such a wide range of masikehe sitar, for example, has no specific
names. Slight alterations to structure or stringntadentify particular styles—such as those of
Vilayat Khan versus Ravi Shankar or Nikhil Banefjeet they don't evoke an entirely new
name, like the slide-guitar. Kshirsagar advocatesmamon name, such as the “Indian classical
guitar,” among all performers, so that young playdwn’'t have to defend their choice of the
mohan veena, chaturangui, gandhaamid so forth. Kshirsagar views the distinctionsuaen
the slide-guitar models as more symbolic than srat, whose maintenance disadvantages
players like him who don’t identify with these lemges. Without a “godfather” imparting their
style and instrumental namesake, players like Isalgar struggle to gain recognition and
performance contracts.

At first, | considered Kshirsagar’s drive for standization as a potential stylistic
hindrance, where structural variations in the stidéar lend themselves to specialization. The
deeper we discussed the issue, however, | redliegdnce again the naming situation was
problematic since its distinctions indicated lelsswa style and skill than about political

alignment within the slide-guitar community. Play&vith no affiliation are often better off

121 Rhitom Sarkar, personal communication, 2014.
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creating a new instrument of their own in the fataot having a slide-guitar guru to induct
them into a supportive community and economy.

While the slide-guitar is a comparably young instemt in the classical genre, the lack of
standardization has also slowed its integration @oinservatory curricula. A guitarist from
Bangalore, Mallikarjuna Kolvi discussed with me frisstrations with his educational
aspirations. After completing a degree in classizasic, he sought a Master’s degree and was
told that he would have to abandon the slide-gdiitaa standardized instrument in the genre.
Despite petitions and searches for other progr&misj eventually abandoned this idea. Many
other players have discussed this lack of instihai support, including Rhitom Sarkar and
Debashish Chakraborty, the latter of which begamairthe first programs dedicated to classical
slide-guitar playing at Mangalayatan Universitysgdo Aligarh.

The naming process not only highlights the playagenuity and identity, but also their
cultural, religious and national identificationswall-known slide-guitar player, Prakash
Sontakke, told me that given all the problems edgesd by musicians naming their instruments
after themselves, Vishwa Mohan Bhatt was an unigdedl genius for first dubbing his slide-
guitar themohan veenalo tap into that root of tradition, and to slipder the radar of the
conservative gate-keepers of the Indian classtgaldy, was the single most subversive act the
guitar could maké??

A full vernacularization of a foreign object int@ditional Indian culture isn't a new
function, but the historical context places itts tipsurge of a new Indian modernity, defining
itself with respect to the past and carrying forvarsense of cultural and national pride. India is
a post-colonial, rapidly developing superpower #redindian slide-guitar more than any other

instrument represents that modernity by being apmadguct in a traditional context, which has

122 prakash Sontakke, personal communication, 2015.
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been globally recognized. Names have a profouncticay in South Asia because of cultural,
ethnic, religious and national identifications thave been in conflict for centuries. A name that
references Hindu mythology, ritual, or literatueende conflated with Indian cultural
nationalism, whose associations can be very beakiiica music genre with an audience
inclined to have spiritual inclinations. In Indeqd abroad, the name of the slide-guitar
instrument one plays could offer more gigs of daiertype, even better feedback during a
performance or a completely different audiencetieralance. The value of a name, as Sontakke

proclaimed, can make or break the career of a-giidrist**>

This chapter has explored the history, structtreativity and controversies behind the
Hindustani slide-guitar. The visionary performefsghe first generation of slide-guitarists in the
classical genre broke new ground with an instrurttesy strived to vernacularize into both
South Asian culture and classical music genresir Bifflerts paved the way for the succeeding
generation, but not without creating pitfalls tbatmplicate the path of young performers.
Amongst many challenges facing Hindustani slidgegistudents are choosing and acquiring an
instrument. | experienced these challenges firstiliyy seeking out a luthier to better understand
the organology of Hindustani slide-guitars. In geftto know Bhaba Sindhu Biswas, |
uncovered some of the major tensions dividing traraunity, which while detailed in this
chapter, | do not intend to foment further resemtiyleut rather to problematize the relationship
between players, inventors and luthiers. Who owesight to create an instrument? How are
patent laws enforced in ways that privilege thogé vesources? In the struggle over his art,

Biswas has made enemies for not conceding hisibatibns as derivative. Debashish

123 prakash Sontakke, personal communication, 2015.
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Bhattacharya himself also deserves the right tdrobhis intellectual property. The arguments
between them indicate broader issues that areamié® new emerging technologies in the world
of music. Considering their long and fruitful retatship, it is my hope they will bury the hatchet

and bring their allies together to celebrate themmon instrument, the Hindustani slide-guitar.
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Conclusion

The Hindustani slide-guitar’s development in Inidi@ compelling organological
evolution that raises significant theoretical, bigtal and socio-political inquiries that have
populated this dissertation. It is an object trest brossed boundaries and defied theoretical
dichotomies, such as tradition and modernity, winébrm the contemporary understanding of
Indian cultural nationalism. With structural roatsboth the guitar and the classical instruments
of South Asia, it is a hybrid instrument that reganets traditional aspects of Indian classical
music and culture, while simultaneously projectmgaura of modernity. Theoretically, the
invention and innovations developed on new instnisiéke the Hindustani slide-guitar are
indicative of the dialectic between modern, glabedi cultural and technological developments
and traditional, local cultural values and ingenditis an object around which intricate
promotion strategies, spiritual and nationalistatares, and contemporary legal battles have
manifested, raising questions about ownershiplléuteial property and organology that are
important themes in ethnomusicological researdis.rty hope that this work offers scholars of
other emerging traditions a comparison and themakfiamework with which to understand the
politics of musical invention and innovation, espéyg with the emphasis | have placed on the
role of instrument makers.

This dissertation has applied a range of the@ktgrms in order to analyze aspects of
slide-guitar history and culture in India. Vernaagation, while carrying some negative
connotations by suggesting a process of making gongemore common, is employed here
specifically because of its linguistic meaning, imignat how the naming issues for new
Hindustani slide-guitars have simultaneously eledawareness of the instrument while also

hampering its standardization. The aura and culoagital are terms that | have used to discuss
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the many symbolic ways slide-guitars and theirqgraners have accrued value by connecting
with broader cultural and spiritual associatioregtipularly Indian nationalism. Context is
paramount to understanding these processes, el§pasithe relatively short history of slide-
guitar in India is coterminous with some of greasexial, political, religious and administrative
reforms that have occurred on the sub-continerg.fiorid and post-colonial nature that | have
ascribed to the instrument serves to locate ital@nn India so that the life of the instrument is
clearly understood as part of the culture in whiadeveloped.

Understanding performance practices have also teatnal to this work, not only
because it allows me to articulate repertoire astiriique, but because developing my skills on
the instrument, and in its languages of instructweas a social process that provided a
foundation for this research. My fieldwork in Jai@nd Kolkata came before any attempt to
theorize the object, coalescing because of my patselationships with performers and love of
the art form it participates in. With experiencepiaying sitar, tabla, Western guitar and vocal
music, the Hindustani slide-guitar was a perfeabmiof my musical affinities and | was lucky
enough to pursue this synergy with a supportivernanity dedicated to advancing their
instrument in creative ways.

In tandem with theory, ethnography and performatodies, | have placed much
emphasis on the historical and cultural backdrep plaved the way for the Hindustani slide-
guitar. The effects of colonial era musicology fr&mropean and South Asian perspectives have
influenced performance trends, the codificatiosysdtematic music forms, and the restructuring
of musical life in India. The socio-cultural movente of the nineteenth century are some of the
most important historical events in relation to modSouth Asian identities. Without
understanding their effects on ideology, econormpiyjtaality, and gender norms, it would be

impossible to assess the context within which timeltistani slide-guitar took shape. Missing
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would be answers to how foreign instruments weeptal to traditional music, how certain
populations gained access and preserved perfornpaactces, how expressions of faith and
nationalism are integral and indicative of therastent’s acceptance, and why some players
have found national and international success suitth a groundbreaking instrument.

The history of Indian nationalism is a centralitop this work. The efforts of Hindu
ideologues contributing to the creation of a coilstéd modern Hindu nationalism is a cultural
backdrop that has inspired the renaming, and teusacularization, of the Hindustani slide-
guitar. In appealing to traditional cultural symisal, slide-guitarists have tapped into a strong
current of national pride that has had very posigffects on their careers. In examining this
deliberate choice to rename, | have also uncoveregions in the community about the lack of
standardization, even though the pioneers who im@hted new monikers for their instruments
are generally praised. By augmenting their cultaggdital with Indic instrument names, players
redefine themselves, not only to fit into a modeconomy of South Asian guitar performance,
but to fit into a very traditional context withincdassical music genre that has been
systematically molded by nationalist ideologies.

Chapter three’s emphasis on gender also engagfeshwieffects of nationalistic
movements, because these two topics are at theothow the slide-guitar has become so
popular for women performers. Just as colonialigrices dramatically changed the field of
musical performance in India, so did cultural gendées undergo a restructuring. The unfair
treatment of women performers such asdbeadascommunity is indicative of the nation-wide
efforts to modernize while purging elements of ¢h#ure that seemed incongruous with a
Western inspired modernity. In urban Kolkata, worskde-guitarists avoided or were hidden
from the spotlight, yet contributed to the preséoraof the light music tradition in the modern

Bengali household. Today, my fieldwork confirmsttivehile dominated by men in the
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professional world of performing arts, women reprgsa large population of players that carry
on the slide-guitar tradition in classical, lightisic and folk genres.

| dedicate much attention to the politicizatiortlod motherland symbolism because of
how powerful and revolutionary the idea of the olatas mother became in the nationalist
movement. The slide-guitar’s interaction with thegeams of fierce Hindu nationalism and
recent integration within the Hindu national sofigande Matararhis further evidence of its
successful vernacularization into the modern Indialtural ethos. For women themselves, |
have argued that the politicization of the mothstlaymbol has been disempowering, as they
have been forced to conform to ideals that reptesadition, while being targets of nationalist
aggression. The development of the ideal Hindu womaiterature, cultural movements, and
state-sponsored propaganda has emphasized tresra®bearers of tradition, challenging
individual personal sovereignty, and exploitingithmdies for nationalism. This is by no means
a unique development in India, but the creativestroictions that brought about the politicization
of women'’s bodies are unique in their details.

Women slide-guitarists have emerged out of thisgrahal cultural milieu finding success
in performance careers with many more challengas then. The slide-guitar community, due to
its cosmopolitan beginning in Kolkata, has a marenebalance of gender than many genres of
Indian music. It is perhaps from this vantage pthiat we can understand how women’s
contributions to the development of the slide-guitave been more pronounced and valuable.
They show that performance, not only in light muggores, but now in classical music, is a
realm in which women can contest hegemonic gerales.r

The slide-guitar’s appearance as a dominant ingnain Bengal’s light music genres has
rarely been examined in academia. Bringing awaseteethe great performers and innovators of

the genres oRabindra sangeetndNazrul geetshould provide an important contribution to
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ethnomusicology. These genres were the entry fraimt which the slide-guitar was able to
vernacularize into Indian music contexts. As thigeagali musical genres are part and parcel of
modern Bengali identity, the slide-guitar’s acceptin this music paved the way for a broader
Indian acceptance of the instrument, not as forergrolonial, but as modern and post-colonial.
The many slide-guitar players of the past who ¢buated to these Bengali genres are innovators
whose influences are less evident than what theatnzes of today’s players make them out to
be. Telling their stories may subvert the narrainere powerful figures present of the evolution
of slide-guitar in India, yet without them a fawmdacomplete understanding of the tradition is
impossible.

Especially in the classical tradition there hasnb@® emphasis on connecting to slide-
tradition within India rather than from abroad, ainican have the effect of erasing influential
contributors and the paths of the instrument’s atign. Whether from nationalist motivations or
self-promotion, dominant narratives of the mostmprreent performers have caught the
imagination of audiences, especially those witlimsittendencies. As the slide-guitar becomes
more integrated into Indian music, | expect anease in mythologizing its origins because it
has become a highly successful tactic for perfosaamreers.

The Hindustani slide-guitar has revived traditioa@sthetics, while also resonating with a
sense of global modernity. The instrument’s nati@ama global accolades have helped it rise in
popularity, yet the community that supports theneeoy of slide-guitar making is very small.
Scarcity of professional quality slide-guitars liscahigh. Vishwa Mohan Bhatt, Debashish
Bhattacharya, and many other players have augmém@doarticular slide-guitar’s symbolic
capital, although perhaps to the detriment of iessic models. Their skills have popularized
Hindustani slide-guitars globally, deservedly besapmew symbols of classical stardom.

Conversely, their patents on designs have workedmntrol the growing market surrounding the
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instrument, constricting its production and promgtihe particular names they have created
rather than a more generic term like Hindustaxiestjuitar.

Most important to this dissertation is the emphasi®rganology and the monumental
contributions of instrument makers. By illuminatitig story of Bhaba Sindhu Biswas and the
Conchord company, | hope a broader range of schaladt musical enthusiasts will understand
that innovation comes from collaboration, and thaéntors rarely create in a vacuum. This
misconception appears to be very common in theipubderstanding of where Indian slide-
guitars come from. Unfortunately the tendency ipddray a player and inventor as not only
solely responsible for a new creation but oftenrgily inspired. These sorts of narratives
provide great increases in cultural capital, betie§ the luminary player, but relegating their
partners in instrument craftsmanship to irrelewaotkers. My efforts to give proper recognition
to luthiers contradict many of these narrativesreftion, but | stand resolute in celebrating the
figures who have brought inspired designs to Wi¥ile many players praise Conchord luthier
Biswas, they have not done enough to heightenrbfdgas a master craftsman. As of the
publication of this dissertation, Conchord has adidated website and players personal sites do
little to credit Biswas or Conchord for their ingtnents.

Contentions over intellectual property have to dit\structural details of new slide-guitar
instruments as well as the names associated vath.tRrom my interviews with the younger
generation of players (see Appendix B) | have fotlvad the naming craze has been one of many
obstacles for their success. Players also strugdlad programs and institutional support for
slide-guitar music, where the extreme diversitgoitar models and styles makes
standardization difficult. Since the slide-guitastbeen so frequently compared to other
instruments and disparaged for its newness, foneigsmand perceived limitations, practically all

my interviewees lamented how difficult it was todmepted into traditional classical genres.
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This conceptual barrier is perhaps the primaryaeadide-guitars have acquired so many
different sanskritic names, precisely to fit inb@ tdominant cultural context.

My interviewees also note the obstacles to perémce careers generally in India, citing
the grading system and other structures that meedgbortunities. This field has been difficult to
negotiate, sometimes due to preconceived notionsugfcality, judicial prejudices, or financial
barriers. While crucial for understanding Indiartare and classical music’s philosophical
origins, religion and spirituality remain a difficisubject to address. Since most performers
come from Hindu backgrounds—or the normative, niigjqosition—faith has not been a
common subject of discussion in my interviews. thaise from minority or marginalized groups,
however, acceptance has been a life-long strugjple same applies to gender, where women, a
minority as performers, must contend with additiarteallenges to form a successful
performance career.

The fortuitous culmination of my fieldwork was twonsecutive years of the Indian
International Guitar Festival (I.1.G.F.) in Kolkatidere the living dynamics of the slide-guitar
community were on display. While | have left outexttensive description of the event, | have
emphasized how each of these week-long festivale beought together slide-guitarists from
around India to celebrate their instrument and caldraditions. These events were hugely
successful in bringing attention to these musiealitions and | credit the efforts of Debashish
Bhattacharya and his associates for this stunrdéograplishment. It is my hope that the event
will continue and evolve in order to heal someh# tifts that have arisen in the community due
to personal contentions.

My fieldwork in Kolkata and Jaipur revealed a read vibrant community of players
with distinct lineages and many young enthusiastsatry on the tradition. Beyond these two

fieldwork sites | have interacted with players thegiresent this instrument from many diverse
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locations in India including Varanasi, Mumbai, Agieelhi, Kolkata, Bangalore, Chennai,
Chandigarh, and Assam. Beyond India’s borders lalss able to interact with players from
countries like Bangladesh, Japan, Australia, ardhited States.

I hope to continue my slide-guitar studies, illnating the efforts of other players,
especially women, to this vibrant tradition. Ahtinue studying Indian music, | am slowly
building on the skills fostered by my slide-guitaachers Rhitom Sarkar and Anup Das Gupta.
My aim is to turn this dissertation into a full-gth monograph that expands my research,
theoretical analysis, and repertoire. The inclugsibathnographic data from the Indian
International Guitar Festival would benefit manyonseek to get a feel for the social fabric of
the Indian slide-guitar community, including thesens that have been obscured by the public
image this event creates. | also hope to inter@bttive few degree programs that exist in India
for slide-guitar music in order to see how thiglitian is beginning to receive institutional
support.

| conclude with a parable spoken to me by lutBleaba Sindhu Biswas one afternoon at
the Conchord workshop that emphasizes the reldtiprisetween teacher and stude@ha
piyo, chhan ke, guru chuno, gyari kenslated as “As one drinks chai, take the crgast as
one chooses a guru, take the wisdom. Biswas’s donas meant to encourage me to be
discerning in choosing the path and people | studiigle-guitar with. His guidance and support
has given me the tools to do so, and | hope thikwoes some small measure to repay the

wisdom he has generously given.
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Appendix A: Repertoire

Ethnomusicology’s methodology forefronts participat musicality and the ability to
articulate the nuances of the repertoire. From nuafe lessons, discussions with players, and
observations of performances, this appendix inttedumy fieldwork repertoire along with basic
definitions of Hindustani classical music termingydo explain the details and aesthetics of
traditionalraga performance (specifically the systemkbiyal) in its full concert format.
Studying the Hindustani slide-guitar has helpedtsssize my knowledge of Indian classical
music with my expertise in Western string and pssan instruments. This background was
invaluable in participating in the social life o&ining and performing in Kolkata and Jaipur. My
gurus ofsitar, tabla, vocal music and slide-guitar have all helped mthis endeavor, revealing
how the system of Hindustani classical music treesges instrumental mediums.

As this work focuses on the distinct value of theesguitar’s capabilities, part of this
chapter presents a comparison between instrumemdalocal techniques, often described as
angor baj. As the slide-guitar’s vernacularization into ladimusic genres is predicated on the
ability to mimic the voice and timbres of othertiusnents, it instructive to describe how such
techniques are accomplished. Beyond mimicry, tisegjuitar has its own unique musical
abilities that deserve recognition as a new categbtechnique or style, which | call tlséide-
guitar ang A codification of slide-guitar techniques will mibute to the legitimacy of the
instrument, placing it on par with other classioastruments, all of which have advantages and
disadvantages in sound production.

To acquire skills and knowledge on the Indian s@idéar, | took lessons with Rhitom
Sarkar and Anup Das Gupta three to four times &we2014-2015. Our frequent meetings

allowed me to practice exercisgmlta) and composed materigdt, asthaj andantharg), thus
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building a small repertoire to complement a laig@tection compiled from my pasttar and
tablalessons. Throughout my studies of slide-guitafgeerance | continued studying with my
sitar guru, Debi Prasad Chatterjee, who helped me baterstand theoretical and structural
aspects okhyalperformance. Between these three gurus, | develapeddback loop of
instructional material that allowed me to focusigpth on a specifiaga or composition while
adapting it to the slide-guitar asdar. These comparisons allowed me to test the limits of
technigue and musical adornment, illuminating tkygressive characteristics available to each
instrument.

Since Hindustani classical music improvisation ages from a small framework, the
compositions notated below only serve as a skeleftaperformance, which must be
augmented with knowledge about tiaga (pakad chalan vadi, samvadi and other nuances), in

order to display tunefulness, musicality, rhythmmastery and virtuosity.

Basics of Hindustani Classical Music

Ragaandtala constitute the two most basic elements of Hindustiassical music. A
raga, often referred to amag, provides the music’s melodic content, consisthgscending or
aroho,and descending @varoho,steps within an octave. The ascent and descergkgamotes
or create zigzag melodic patterns that give a gpgecific character to eachga. Manyragas
have similar melodic content, even containing dmae&aroho/avarohgbut the way they move,
described as thehalan differs. To perform the music well one must urstiend the fine tonal
and expressive contrasts between simdgas

While someragasare described in ancient texts like tRig Veda V.N. Bhatkande’s

thaatsystem prevails with ten categoriegafasincluding:bilawal, khamaj, kafi, asavari,
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bhairavi, bhairav, kalyanandmarwa Within each category falls dozensrafjasthat offer
different tonal qualities, moods, and colors, somes referred to amsa. Almost allragashave
an additional quality in the most important notegt tcharacterize their melodic tendencies,
referred to as theadi andsamvadi which appear in the upper and lower half of tbawe
respectively. The system also classifi@gasaccording to the appropriate time of day when they
should be performedRagaswith a minor second, for example, are often assediwith the
morning hours representing the slow awakening @idwn. These groups according to a time
of day are organized from early to late in the ddbairav, todi, bilawal, sarang, kalyan,
kannada, malhaar

To illustrate the parallels between Western andibiétani music, we can compare the
terminology for scale degrees. Below is shown di&tsystem from Western music represented
in roman numerals and Western solfége syllables thit C major scale as the foundation. The

last two rows indicate the corresponding Hindussangamsyllables also in shorthand.

C C# D D# E F F# G G# A A# B

I ii Il ii 1] A )Y Vv Vi Vi Vi Vi

Do Re Mi Fa So La Ti
Shadja Rishabha Gandhara Madhyama Panchama Dramivat  Nishadam
Sa Re Ga Ma Pa Dha Ni

The Hindustani classical system differentiates tyxwo subdivisions to the octave,
calledsruti. Someragasdiscussed below will take into account nuances@s$ruti, but most
detailed in this repertoire use notes that fabh itte Western twelve-tone system. Thalgdja(l)

andpanchamgV) cannot be modified, but the second, third, fousixth, and seventh scale
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degrees, just as in Western music, can be modifitdterminology that corresponds to sharp
(tivra), flat (koma) and naturalghuddhd The fourth scale degree is only described with
shuddhg1V) andtivra (iv). In the notations below, only syllables widpresent the melodic
compositions, using lower case when modified, f@meple: Sr G m P D N denote&amal
rishabh(ii), ativra madhayamdiv), and the rest of the notseuddha Often one sings these
scale degrees as the primary method of instruetimhit is the expectation that any instrument
will be able to reproduce the melody. Vocalistset#hkesargamone step further, using them as
syllables in performance to demonstrate their conthad melody and scale degree.

Tala, or the rhythmic aspect of Hindustani music océnrsycles with standard forms
referred to asheka.Learned as sentences of percussion syllables, soesel poems precisely
indicate what stroke is to be played by the pelionsst. Tuning the instruments so the primary
tone matches the tonic, sinadja(l), atabla player will playthekaas an accompaniment to a
melodic instrumentalist or vocalist. Among the malogentalasthe most commonly performed
is teentaal which is sixteen beats long. Notated below is th&dihekafor teentaalusing

syllables that correspond to strokes ont#ida drum.

1 2 3 4 5 6 7 8
(dha dhin dhin dhp (dha dhin dhin dhp

9 10 11 12 13 14 15 16
(ta tin tin ng (dha dhin dhin dhp

Teentaalbccurs in four groupingwiphag of four. 1-4, 5-8, 9-12, 13-16. The first note on
beat one is theamand the halfway point in this rhythm, on beat Ghiskhali. Thekhali
provides an explicit signal to denote position witthe beat, which is a helpful guide to the

instrumentalist who improvises melodic ideas oherrhythm. Each rhythm in Hindustani music



209

has its own structure with a unigtieekaandkhali placement. Other commaalasarejhaptaal
(10),dadhra(6), ektaal(12), andrupaktaal (7).

Tempo, ofaya, dictates how quickly a composition and rhythmleyed. Fine
distinctions separate these categories, but sipytlytheviambit, madhyalayaanddrut
correspond to slow, medium and fast speeds respctivhile Hindustani classical music
contains much greater complexity, these basicsawikast help explain the musical notations
and discussions examined in this project.

When creating a composition to play in conceffoopedagogical purposesragaand
tala are chosen, and a fixed melodic phrase,gatds given. These compositions generally last
one or a few cycles and may feature styles passed &tom a long tradition of music-making.
Generally, agathas two to three sections corresponding to a t@male. The first part, aasthali
appears in the instrument’s middle octave. Thers@part, thananja occurs in a lower octave,
and the third part, thentara reaches into the upper octave. Some compositioristhe latter
two parts, leaving those tonal ranges free for owgation within theaga andtala structure

The structure of a Hindustani classical perfornegmovides an aesthetic that gradually
develops theaga’s tonal qualities. An instrumentalist or vocaliggins with an introductory
section, aralap. Often very slow and meditative, this stage in dgrerance lacks rhythm, but it
explores systematically thiaga’s important tonal qualities, first descendinglte towest
octaves available, and then ascending to the wppaves. This reveals the full range of the
instrument and theagain an aesthetically pleasing way that makes no dtianteaps or
movement until all the notes have been exploredognane. Thealap can have many sections
but it may also be condensed into a very briebuhiiction of theaga, anaucha Because of
time constraints, this might be done in performamceecording settings as an alternative to a

longalap. Thejor section follows thalap or aucha Thejor traditionally has thirteen different
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sections, all of which incorporate rhythm, but jastthealap, it has no accompaniment and
allows the instrumentalist or vocalist to demortstitheir creativity, musicality, tunefulness, and
rhythmic control without help from a percussionigtejor generally proceeds using a similar
gradual exploration of the notes ofaaa, culminating in the upper octave ranges of one’s
instrument.

After thealap andjor, the melody player will begin gatcomposition where the
accompanist can enter, generally with a tastefubdtuctory flourish or statement that ends on
the cycle’s first beat. From there, the percussidoicks in the standardizéldekaand the
performance continues with the melody player exptpdifferent parts of thgat, improvising
melodic ideas calledistar, and inserting rhythmic sequences of notes cadled between
periodic returns to the magat composition. Relying on extensive improvisatiorg tiue
artistic merit emerges from the musician’s abilaycreate beautiful melodic and rhythmic
structures that depart and reunite with the rhythegcle and the original compositiongat
compositiorhas a characteristic opening phrase calleulikhra,or face, which starts often on
thesam, khalior on beat 7 or 12, leading up to the followsam.Both in and out of rhythm, the
instrumentalist has endless possibilities for destrating technical mastery. Often the tempo
builds slowly, with the percussionist given sonmeefreign to show off their skill. While famous
gatshave been passed down through the centuries, nxgeyienced players also improvise
theirgatsright on the spot, making sure to use the charatitemovements ofaga.

The final section of eaga performance, thghala section, is played at quiackut tempos,
typically altering the maigatto fit into the accelerated rhythmic cycle. Thistsan features the
chikari strings, which reiterate the tonigh@adjg at a high octave, adding a bright and aggressive
timbre to the overall texture. A typical pattermsdsts of playing a note, followed by three

chikari strokes, almost always vocalized @#4, chi, chi, chi Depending on the improvisation,
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experience and communication between the melodjepknd the accompaniment, jhala
section can display many different twists and turns

Hindustani classical music training not only pregamusicians to improvise an entire
concert, but it allows performances between playérs have never practiced together before.
Most impressive, perhaps, a melodic player andrapemist can synchronize the characteristic
final phrases of an improvised idea with a streamotes repeated in triplicate, tinai. A
standardihai phrase repeats a sequence of notes three timgsacial spacing between each
reiteration. Sometimes no space exists between@aelse, referred to &&dam and sometimes
the spaces between and the tempo of the melodis@hare altered to correctly land ongam
in what is referred to asugpaj tihai. The final note of the third pass through the phitasds to
end perfectly on theam,but one can perform théai landing on other beats corresponding to
pleasing entry points back into the composed naltdio demonstratetthai, consider below
the simple notation of bedam tihaphrase irrupaktaal which is fives notes long, ending with

the last note on the first beat of the next cycle.

(beat) 1 2 3 4 5 6 7 1
(theka) thin  thin na dhi na dhi  na thin  (rhythm)
(tihai) S RGMP)(SRGMP)S RG N P (melody)

Exceling at improvisation and understanding tlaadards and structures for making
appropriate compositions requires rigorous practcgyaz, but it can take many forms, not just
playing an instrument, as long as attention focasesusical performance practices. My slide-
guitar teacher Rhitom Sarkar stressed the impogtahsitting to practice one’s instrument when
the passion arises. Too muayaz on a single concept, while honing a particularl &il
perfection, can also blind the musician to othé&igacies or ways of playing. Also, one must

study with a proper instructor or guru, receivimpwledge directly in thguru-shishya
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paramparaor teacher-student tradition. That connection aadsimission of knowledge is
described alim.*?* Learning from recordings and copying ideas withmguide can cause us
to misunderstanthga andtala, and especially their fine, but crucial distinaiso With their
knowledge and passion for this rich and ancientiecgystem, only with the guidance of many

gurus has this project moved forward with any cehee and authority.

Technical Aspects of Performing Slide-Guitar

When performing Hindustani classical music, thdeslyuitarist must adapt to the norms of
the genre while still maintaining an aesthetic hgamnd demonstrating skill. My interviewees
often discussed the advantages and disadvantagésyofg the slide-guitar compared to other
instruments, particularly thatar, sarod and vocal music, the first two because theyragt
instruments, and the last because it providesdkeline medium for understanding melodic
ornamentation. Besides these comparisons, we riagstansider the competing slide-guitar
styles (and string configurations) championed lgyitfstrument’s two primary schools,
represented by Bhatt and Bhattacharya’s stylesck bnd fronthikari, respectively.

To play the slide-guitar, one typically rests thettument on the lap while sitting cross-
legged. The standard equipment includes threerplastworn on the thumb, index and middle
finger of the right hand, and a metal slide marapad with the left hand. Stability can be
challenging as one positions the instrument ordpeso many players use their right hand
pinky finger to stabilize as they pluck and struithvihe other fingers. Unlike thstar and
sarod no left-hand grip keeps the instrument in plésesuch, the slide-guitar appears to be

floating since one doesn’t touch the body of thetrimment with the hands.

124 Neuman, Dard. "Pedagogy, Practice, and Embodieati@ity in Hindustani Music.'Ethnomusicolog$6, no. 3
(2012): 426-49. For a discussion of riyaz and talim
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When playing the slide-guitar, the right hand pamduce strumming patterns in
relationship to the string configuration. As prawsty mentioned, some players have ¢hikari
strings in the front, to be played with the fingexsd some have them in the back, to be played
with the thumb. The relative strength of each ekthfingers creates a different tonal quality
when striking the strings, distinguish two styleslidly by the force applied to ttodikari
strings. Strumming at very fast tempos on a sisgieg, often described abha-ra-dha-ra
(strumming down -dha— and up +a —on a single string)s a difficult skill to acquire. Slide-
guitarists use two unidirectional plectrums to proel what a single double-sided implement
does insitar andsarodplaying. This has been one of the most frustradisigects of my own
slide-guitar studies since | have been accustomethiing at high tempos with a single pick.
The mechanics atha-ra-dha-raplaying with unidirectional finger plectrums reqesr
alternation between thumb and index finger, whitimy own playing persists as a clumsy and
inaccurate technigue that often results in hittmgywooden pick-guard on the instrument
unintentionally. Debashish Bhattacharya pioneehnedd fast strumming patters, otherwise
known adaiyari playing, which distinguishes his style from otp&ayers.

When playing the slide-guitar, the left hand opesatnder the same principles regardless
of string configuration. A three to four inch slidepositioned between the index and middle
finger of the left hand, held in place by the thurtlis played by moving the implement across
the string, keeping the middle finger behind theestouching the string to control the sound.
When a note is struck with the left hand, a playgr move the slide up and down the string to
alter the pitch, keeping slight pressure on thegtio maintain contact, allowing for a long and
unbroken note that can produce numerous pitchadlind melisma. Separate staccato notes can
also be played by lifting the slide and placingtithe appropriate point on the string, again using

the middle finger to control the tone.
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The advantages using the slide implement includeatility to hold a note for a very
long sustain and being able to modulate that notesa one string reaching several octaves. The
impressive sustain of the slide-guitar lasts mocigér than either thatar or sarod and is
rivaled only by bowed instruments or the voice. Téigge attainable with a single stroke on the
slide-guitar surpassesrod,ranging from bridge to bridge, while also remainaglible because
of the reduced friction of the metal slide agamstetal string. These unique qualities allow the
slide-guitar to reproduce long and complicated \/oarishes impossible on trstar and
sarod and thus, the slide-guitar benefits from beiragel to the human voice than these other
non-bowed instruments.

The slide-guitar’s disadvantages stem from theunsént’s innate structure. When
playing melodies with the left hand, it takes cdesable experience to maintain proper tonality
as there are no frets to keep oneself in tune. dflaienges beginners whose tonal mistakes are
common and glaringly displeasing. The slide-implatraso suffers from a lack of speed with
the left hand, making very fast melodic phrasesemifficult than with thesitar or sarod Since
the slide implement acts as the left hand fingenld@n these other instruments, techniques like
krintan, or hammer-on and pull-off notes, can only be agaeshed to and from notes held by
the open strings. Most slide-guitar models alsdtdeach into the lower octaves as would a
sitar, making this lower range on the bakargj) string unattainable.

As the slide-guitar has evolved in structure, gtplacement, and playing technique
however, it has often resorted to mimicry of theeer instruments and the voice. These
experimentations have opened new possibilitiesheislide-guitar, allowing it to more
effectively adopt important aesthetics from claaisiousic. The following section presents
definitions and details of techniques associatel ather instruments and how the slide-guitar is

able to reproduce these sounds and timbres, assvetkeating musical ideas unique to the
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instrument.

Styles of Performance: Toward the GuitarAng

When comparing the styles and techniques assoasatledhe voicesitar andsarod the
termangis often used. The vocal techniques are describgdyaki angthesitar's assitar ang,
and thesarod'sassarod angWhen learning the slide-guitar, any compositiommsical phrase
can be modulated according to these tlarggestyles in order to display a wide range of
expression with the same melodic content. In expiotheangstyles, we’ll also propose a new
categoryslide-guitarang which offers description of musical phrases ttretracterize

techniques developed on slide-guitar instruments.

Gayaki Ang

Gayaki angefers to melodic phrases that characterize vecainiques. This includes a
long sustain, an increased range of pitch for glsinotes, and very quick melodic flourishes.
The flourishes, omurkhi,generally flitter between two notes in rapid susoas, creating a
sound resembling a bird twittéurkhi can be accomplished on most instruments but tde-sli
guitar’s feather-light tonal quality makes thisarmon adornment in slide-guitar improvisation.
Additionally, since the slide-guitar can reach sayhhighest audible pitch rangesurkhi
technigues on the instrument can be even clogbetactual bird sounds.

Long melismatic phrases have also been attribiotéaegayaki angattained with a
single stroke on the slide-guitar followed by @slmovement that ascends and descends
potentially many octaves before the sound dissip&her musical adornments open to all
string instruments also fit into tlgayaki ang Themeendfor example, bends a note in one

direction, which thesitar accomplishes by bending the string from a fixeslifoan across the
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curved frets after a stroke, and g8sodand slide-guitar achieve by sliding the left hapdand
down the string after plucking the no@assitis a more specific term for sliding the left hand,
possible to achieve on all instruments but onlydlige-guitar can retain an impressive duration
of sustained sound. The most complicated forrmeénds thegamaka which involves a
forceful string modulation between two notes, pogHrom the first note up to the second and
back. Thegamakacan be played on trearodand slide-guitar by moving the left hand quickly
between the two notes, but sustaining it repeateaiybe difficult. Thesitar can more easily
produce this sound since as the left hand fingelidige string, its natural tension returns the
pitch to the original position.

Throughout the descriptions of the slide-guitamebsites and promotional materials of
performers, a consistent claim is that the slidgagis more effective than most other classical
instruments for enunciating techniques fromdhagaki ang Many players focus exclusively on
this type of playing, preferring slow and meditatalap sections of performance to demonstrate
their skill with pitch control and melodic nuaneher than a virtuosity based on speed.

In the great diversity of ragas of classical Indmnsic, there are many whose intervals
are very difficult for instrumental performers. Fexample, aag like bopali todihas a very

large interval (ii to V) that is difficult to prode quickly on a stringed instrument.

Sarod Ang

Sarod anglescribes the playing style that draws from tharepies and sound
production typically associated with the Hindustaassical instrument, thearod Using a
plectrum similar to a two-sided pick common to siendard guitar and calledabba, asarod
player can create incredibly fast and forceful ate®n a string. They result from the strength of

the thumb, which, when replicated on the slideagujproduces a much louder attack than the
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plectrums on the index or middle fingers. T&-ra-dha-rapattern of fast strumming with
sharp accents is generally viewed aaid angeven though it can be produced on both the
sitar and slide-guitar. Théha-ra-dha-rapattern on the slide-guitar is accomplished by
alternating the thumb and index finger picking, &sitmentioned earlier, is much more difficult
because one has to coordinate two plectrums rdtherone to create the same sound. One
composition irrag kirwani(included in the repertoire below) was where | picad thesarod
angtechnique because the slowly ascending melodyexdteatough space to easily alternate
styles.

Thesarodcan also achieve lorgassittechnique, or slide, which is accomplished by
using the nail of the left hand’s middle fingemt@ss the string down against the metal
fingerboard. By pressing the string with the naimooth timbre can be achieved with increased
sustain and mobility between pitches. Despitetétbnique, thearodhas far less sustain than

the slide-guitar, so the lorgassitisn't typically considered a characteristic of #a@od ang

Sitar Ang

Sitar angdescribes the playing style drawn from techniquesetbped on thsitar. The
sitar player uses misrabplectrum fixed to the index finger to be able taghl the strings in
both directions. A technique generally considerad pf thesitar ang the krintan creates
modulation by hammering on or pulling off a notetba string, made easier by the frets, which
stabilize the pitch on thatar. Both thesarodand slide-guitar can produce this technique,
although it sounds best when done between an dpeg and a note played with a finger. The
sitar’s fret structure also makes it easy to producg fest rhythmic runs almans which can be
one of the greatest challenges for a slide-guitavlentioned in the biographical vignettes of

Appendix B, a number of players discuss the difficaf learning compositions fromitar gurus
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because some quitkanscan be mechanically impossible for a slide-gustari

Slide-Guitar Ang

Finally, theslide-guitar ang describes new playing styles specific to the negplnes
available to the slide-guitar. First, by virtueutilizing three plectrums on the right hand, aeslid
guitarist can produce quick plucking patterns gkip strings and engage with tbleikari, both
in the front or the back. By alternating a combimaf the thumb, middle, and index, the slide-
guitar can replicate the fingerpicking practicemomon in other types of guitar music. Plucking
with multiple fingers simultaneously or across goeggiated chord could constituted as
techniques attributable tosfide-guitar ang

For the left hand technique, the bar can produge lehords and even harmonic
movement. Especially on slide-guitar models thapkeix main strings, like thehaturanguj
these large chords produce a crisp and stable smmpgared to the small muddy chords
possible on thsitar andsarod Derived from Hawaiian style slide-guitar playirtige
introduction of chords other than the tonic intmélistani classical music is indicative of
loosening of the strictly modal character of ragasio. By introducing harmonic resolution, the
slide-guitar may be innately equipped to produagopmances ofagamalg or modulation
between ragas in a single performance.

Another plausible technique that might be attriblédo the nevslide-guitar angwvould
be the extreme range of the slide on a singlegstArsitar can generally run just over two
octaves on a single string from the low bridge teat note from the highest fret andaaodis
comparable, reaching up to the end of the metgkfimoard. Because of the slide implement and
because there’s no need to press against a fioged fthe slide-guitar can reach from the open

note to the bridge on the other end of the sty voices can match the range available using
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this technique, making it another musical idea uaitp the slide-guitar.

Just as slide-guitars use tegsof other instruments as a means of expanding r@pert
technigue and expression, other instruments caldgtasome of the techniques described here.
Conceptualizing alide-guitar angcontributes to establishing the slide-guitar asgitimate
instrument in the world of classical music. A pealgigal system specific to slide-guitar clearly
exists at schools like the Bhattacharya Schoolm/&fsal Music and at Mangalayatan
University run by Debasis Chakraborty. With moree@rch and access to these institutions a
synthesis of the curricula could be accomplishetl@esented at other institutions in India and

abroad.

Hindustani Classical Compositions

During my classes with Rhitom Sarkar and Anup Dapt&, | generally learned new
material by writing down important aspects of taga andtala. Then my teachers would recite
agatcomposition using these parameters, transmittingsémi, manjagndantarawhen
appropriate. | would record these details and titesnof each composition in small notebooks
and tape our sessions, so they could be reviewed Taaditionally, students were expected to
memorize the music they were transmitted, but shand has always been used as a trigger to
memorization. Some critics of notation pedagogyntidat writing down music undermines
one’s playing ability and improvisation becausetwg becomes a crutch, leaving memory
undeveloped. Ideally, a player will memorize a cosipon and then be adept enough at
improvisation and aware of tmagaandtala rules to be able to create an entire performance
based off gjat.

The next sections will present tregasandtalasl| learned with my two slide-guitar
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teachers. They will give a sense of the repertamet styles used in accurately playing each
composition. Eachagawill be described with tharohoandavarohoto make clear the melodic
ascent and descent of ttega. The main notes of emphasis, tfaiandsamvadj will also be
listed, along with some examplesabfalanor typical melodic movements associated with the
raga. All compositions below span notes in three déféroctaves where syllables are
represented in shorthand with a dot underneathtohgna pitch in the lower octave and a dot
above to identify notes in the upper octave. Fangxe:N S R M P NS. Superscript notes
indicate grace notes achieved through adornme@$énding, hammering, pull-offs of sliding

(meend, krintanandgassitrespectively).

Raag Desh

Thisragais included here because it is commonly used filomalist music
compositions, including many different versions'\déande Matararhdescribed in chapter three.
Deshis a late evening raga that is meant to evoke antimmood. It can be difficult to render
because it shares characteristics with othgaslike khamajandtilak kamod Similar to

malhaar ragas, it is considered effective durirggreiny season.

Thaat: Khamaj

Arohan SR M P NS AvarohanSNnDPMGRGS
Vadi Re SamvadiPa

ChalanRMPnDP, RMGRES MGRGSRISSDMPNNS

Gatin teentaalin madhya layaempo.Mukhrabegins on beat twelve.
Asthai:

9 10 11 12 13 14 15 16
(RMGR SN SN S
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9 10 11 12 13 14 15 16

D P - - )
Anthara
9 10 11 12 13 14 15 16
M R M - P
1 2 3 4 5 6 7 8
NN S - SR SR N D

9 10 11 12 13 14 15 16

P - - 2RMGR S N SN S
1 2 3 4 5 6 7 8
S R - S n D P D - P M G

9 10 11 12 13 14 15 16
R G iSN 9)

Raag Ahir Bhairav

Ahir bhairavis aragathat mixegag bhairavand theag kafi. Being impure, it isn’t
considered ganya raga but rathechhayalogor a union of twagagas Between Sa and Pa, it is
raagbhairay, and between Ma and upper octave Sardagkafi. So therag ahir bhairavreflects
are salient features &&fi: n D n P D P, anbhairavr G M P, G M®r S. It is an early morning
raga. One should be able to demonstratesttuti on komal reby bending from Sa to touch
slightly above and below the fixed note.

Below is the composition learned from Rhitom Saridro emphasized the melodic
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movements that contrasted the major third (Ga)maimdr second (re). Starting on beat seven,
this is a famougatthat begins with two quick flourishes of triplettas, follow by a slide from
beat nine to ten, emphasizing the Ga to re movepfditairav. The re upon descent was given
an oscillating character, subtly wobbling the toRleeantaraalso begins on beat seven, using
thegat's material for the first six beats to transition.

Thaat: Bhairav

Arohan STGMPDS  AvarohanSnDPMGTrS

Vadi re SamvadiPa

ChalanGMrS, ,MDnrS, PDnS, PnDSnDn, nDnPDP
Pakad n S D nr S (combines salient characteristidsadhragas

Gatin teentaalin madhya layaempo.Mukhrabegins on beat seven.

Asthai:
1 2 3 4 5 6 7 8
(MGP MGM
9 10 11 12 13 14 15 16
G r S r - n S r
1 2 3 4 5 6 7 8
G - G G M -)
Anthara
1 2 3 4 5 6 7 8
M G
9 10 11 12 13 14 15 16
M D - D P D OSN- D P

=z~
)
<
[2013;]
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Tihai melody begins on beat 14 using no®@di( S, r, G) with four silences between phrases:
9 10 11 12 13 14 15 16

(DN S r
1 2 3 4 5 6 7 8
G - - - DN S r
9 10 11 12 13 14 15 16 1
G - - - - DN S r G

Raag Mishra Bhairavi

Aragaderived frombhairavi but altered to be more flexiblklishra bhairavitakes on a
mixed (mishrg quality. While manyagasare performed imishra,these interpretations aren’t
considered deep traditional forms, but they arg pepular and most players become well
versed in altering eagato produce this effect. Just ey bhairavi it is an early morningaga,
with re as thevadi,and P as theamvadi. Because of thenishranature you can put in touches of
other notes such atuddhaga,tivra ma,shuddhani, these are considergtvadi notes, or not
within theraga. Mishra ragasare always considered lighter music because of tlesiation
from strict rules of maintaining a fixedgatonality. When descending one must always use the
komalre, but on ascending to gadyuddhae can be used.

Thaat: Bhairavi

Arohan SrgM P d B AvarohanSndPMgrS
Vadi re SamvadiPa
ChalangMPdPmP, SrggGgrS, gMPdnNndP

Gatin teentaalin madhya layaMukhrabegins on beat thirteen.
Asthai:

9 10 11 12 13 14 15 16
m S g M




o
i)
>

dNd P -

Anthara

9 10 11 12 13 14 15 16
G M M"d n (or N)

=
N
Ur|w
N
a1
o
~
(o]

9 10 11 12 13 14 15 16
nd p dP Mg M)

Raag Kirwani
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While a performer favorit&irwani is not a traditionally classicahga. Since it was not

included in Bhatkande®aatsystem of organization it falls outside a strietsslical form.

Kirwani has no reafadior samvadbut there is emphasis on the notes Pa, then Redydha.

Thisraga gets performed around midnightraadhyaratri The North Indian Hindustanaga

kirwani comes from the South Indian Karnataga kiravani, which is the twenty firsinelakarta

(a tonal category like thinaatsystem), callediranavali. Many players tell me it resembles the

tonality of certain Spanish flamenco keys withl@ge intervals between the vi and VIl scale

degrees.

Arohan SRgMPdN  AvarohanSNdPNgR S
ChalanNSRgMP, RgMPdP, SRgRS P
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Gatin teentaalstarting on beat 9 ddhali.
Asthai:

9 10 11 12 13 14 15 16
S S R- Ry g M- MP d N d

o~
o
Y
o
<
e}
py)
Py
wn

This particulakirwani composition has appeared often in my studies—h@arformances at
the Indian International Guitar Festival and taughtne by Rhitom Sarkar. The composition, or
gat, is generally performed with sharp attacks oftthenb in asarod angto emphasize the
ascending pattern of the first half of the cyclediag with a legato flourish across beat 15 and

16 to land on the Pa note at $&n

Rag Shyam Kalyan

Shyam kalyamvas the firstagataught to me by Rhitom Sarkar. We initially disces
thearohoandavaroho,identified thevadi andsamvadiand proceeded with the melodic phrases
according to thehalanto get a feel for theaga's mood | knew parts of thisagafrom my
experience playinglak shyam aragacreated by Ravi Shankar and taught to me by Chandra
Mohan Bhatt during my time studyirsgtar in Jaipur.Shyam kalyaias similar zigzag patterns
on the descent, and extensive use otitma madhyamavhile touchingshuddha madhyanan
the final part of the descent. Re is important ado®, heard frequently SR, but weaker
descending, requiring support from the note ab@r, This quality of approaching a note

through another note is callkdn swar allowing a player to enunciate weaker notesriaga
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without emphasizing them. Also weak on desctivria Ma is treated in the same way, touching
Pa first. It is a late eveningga.

Thaat: Kalyan

Arohan SRmP NS AvarohanSNDPmMPGMRS
Vadi. P SamvadiS

ChalanRmPG MRS Rakag, NSRmPmP

Gatin teentaalin theMassitkhanistyle beginning on beat 12.

Asthai:

9 10 11 12 13 14 15 16
(R S N - S

1 2 3 4 5 6 7 8
R - R S m P G M
9 10 11 12 13 14 15 16
R R S)

Antara:

9 10 11 12 13 14 15 16
R R 9

Bedam tihaending at thenukhraandstarting on beat 3.

1 2 3 4 5 6 7 8
- - mMmPGMRS mP G MRS

9 10 11 12 13 14 15 16
m P G M R S) njukhra
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Tihai ending at thenukhraand starting on beat 16.

1 2 3 4 5 6 7 8
GMRSNS mMPGMRSN S mP

9 10 11 12 13 14 15 16
G MR S N S) fnukhra (m P

Raag Tilak Kamod

Tilak Kamodis another one of the firshgasRhitom Sarkar taught me. We worked with
thisragaas a counterpoint tshyam kalyamn order to make clear distinctions between the
character of eactaga.Also achhayalograga

Thaat: Khamaj

Aroha SRM P NS AvaronaSPDMGRG S

Vadi Sa SamvadiPa

ChalanPDMGRGS, MGRGSRS, PNSRMGRGSR' S

Gatin teentaalwith mukhrabeginning on beat 9 dhali.

Asthai:

9 10 11 12 13 14 15 16

(R PP M P M G R G

1 2 3 4 5 6 7 8

S - R - M G - )
Manja:

1 2 3 4 5 6 7 8

N - P N - N S - )
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Antara(two cycles long):

1 2 3 4 5 6 7 8
M PPN $ R N §$§ - )

9 10 11 12 13 14 15 16
(N SS R M G R G S

Raag Bilashkhani Todi

Bilashkhani todis a deeply serious and sad raga originally crelayelilash Khan, a
musician of the Mughal court and youngest son & Winsen. There are a number of unspoken
rules added to the basic framework of the melodeement of the raga. For example, one
should not play Ma to Pa, and a phrase like r g &racceptable despite not matching with the
arohanandavarohan

Thaat: Bhairavi

Arohan SrMgPnd S AvarohanrndMgrgr$S

Vadi ga Samvadidha

ChalanrndPdndMgrgrS, SrgrndS,ggehrnddS, rgpdmgrgrs
PakadrndSrg

Gatin teentaalbeginning on beat one.
Asthai:

Ulo
-
o N
zOO

(9 - - - g
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g r S nd - S - r )
Asthai

1 2 3 4 5 6 7 8

(d n P - g rr g M

g r S S rr g - P )
1 2 3 4 5 6 7 8
(S - - S rr g r

n d S g PP - nd nd )

Raag Vrindavani Sarang

This middayraga must produce the character froag sarang In sarangyou have to use
the sequence Re Ma Re. Due to the large interatcharacterize thimgait is difficult to
balance speed and tonal accuracy when performirigeoslide-guitar. Considering the common
movement between Re and Ma, some players alterttireng to resemble sarodby having the
main string tuned to Ma, facilitating movement beéw a fretted Re and open string Ma.

Thaat Khamaj

Arohan SR M P NS AvarohanSnPMR'S

Vadi Re SamvadiPa

Chalan SRMPRMR,RMRNSnP, RMPnPRMMRPMP NS

Gatin teentaalbeginning of beat ones@m).
Asthai:

1 2 3 4 5
R MMR N N S R MM



9 10 11 12 13 14 15
P N - P R M MR
1 2 3 4 5 6 7
R - S - P N P
9 10 11 12 13 14 15
M PPNNSSH®AR RSNNN S
1 2 3 4 5 6 7
N S S R M P n P
1 2 3 4 5 6 7
Pn - P MP- MRM- RN

New Rhythmic Cycles with Fractional Values

230

During my classes with Anup Das Gupta, we disaliise composition ofatsin

fractional rhythmic cycles. This added layer of @ication required for newhekato be

constructed for the accompanying percussion platysrpossible to translate the 7 %2 rhythm to

15 beats long, but the way ttedasare described makes it more intuitive to notatertlyghms

with “&” symbols signifying the space between theaks. Below are notations with simple

percussiorbol patterns, or syllables, which dictate the corréctkes on theabla.

7Y%
1 & 2 & 3 & 4
dhin tere kita dhin na
5 & 6 & 7 & yZ)
tun na dhi dhi na
10 %
1 & 2 & 3 & 4 &
dhin tere kita dhin na tun
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6 & 7 & 8 & 9 & 10 & 2
na kat ta dhi na dhi dhi na

Fractional rhythmic cycles are one of the mangtetgies that performers today utilize to
distinguish themselves from other players. By baogradept in these rare cyclical forms, a
slide-guitarist is pushing the boundaries of tiad@l form, presenting innovative compositional
forms that impress audiences and challenge accastpanwas asked not to give notation for
the melodic compositions within these nelas It was important for Gupta to keep his

compositions private within his group of studemt&éep control of his intellectual property.

Technical Practices and Exercises

For the practice ainurkhior quick melodic flourishes

SNSN NDND DPDP PMPM MGMG GRGR RSRS
RSRS GRGR MGMG PMPM P

SNSRSNS

RGMG GMPM MPDP PDND

Light Music Compositions from Bengal

During my time in Kolkata, | was exposed to dozefisongs from the light music genres
ranging fromRabindra sangeet, Nazrul gedtik sangeeffolksongs/worksongsAtul prasadi,
Dijendra geetiBengaliadhunik gaanand Hindiadhunik ganaThe slide-guitar was
consistently the instrumental medium of choicetf@se compositions, demonstrating how
integrated the instrument has become within Bemgasic. Each year during the Indian
International Guitar Festival, a competition tod&ige where students were to play compositions

to demonstrate their skill. | have notated som#éhe$e compositions below along with other
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tunes learned during my time in Bengal.

“Todi Tor Dak Shune/Ekla Cholo Re’ by Rabindranath Tagore

Translated into English by Rabindranath Tagore:

If they answer not to your call walk alone

If they are afraid and cower mutely facing the wall

O unlucky one, open your mind and speak out alone

If they turn away, and desert you when crossingntitderness

O unlucky one, trample the thorns under thy tread, along the blood-lined track travel alone
If they shut doors and do not hold up the light mktee night is troubled with storm

O unlucky one, with the thunder flame of pain ignfbur own heart, and let it burn alone

1 2 3 4 5 6
(N N N -
1 2 3 4 5 6
S - S R R -
1 2 3 4 5 6
Rp - - M - -
1 2 3 4 5 6
G M-G - R S -
1 2 3 4 5 6
R - G G R °R
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1 2 3 4 5 6

P - M G Rs -

1 2 3 4 5 6

R - G G R -°R
1 2 3 4 5 6

S -)

“Esho Shyamolo Sundar” by Rabindranath Tagore

Based orraag desh“Esho Shyamolo Sundas a popular composition, especially
because it doesn’t conform to the strict ruleshefraga system. Translated by Anjan Ganguly,

Green beauty, you are welcome

Fetch you cool thirst-quenching nectar of togetbss,
The parted lady is waiting impatiently, staringtinto the sky
Her twitched heart spreaded

Through pleasant shatigmalbushes

Sad melody in her drenched eyes
Garlandedakulblossoms kept ready,

Flutes in the courtyard playing in anticipatiom fee union
Come with youmondirai

It would accompany with the brisk dance movements
Bangles will make pleasant noise, feet-jewelry solund
They will strike a pleasant crashing sound

As the melodic line from the original vocal versisrfixed, slide-guitarists add flourishes
and extra strokes to add character. This son@igedlin a common foltala calledkeherowai
which is eight beats long. Represented are meastifear beats with the corresponding notes

below. The two Sa notes are a pickup to the maioayeThe main theme of the composition is

notated below:

wniN
Z(JO
I |~
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1 2 3 4 1 2 3 4
S - - N S N S -
1 2 3 4 1 2 3 4
N S N S R S R
1 2 3 4 1 2 3 4
S S n n D P -
1 2 3 4 1 2 3 4
M - R R M - P n D
1 2 3 4 1 2 3 4
P M G G - R G S - )

“Tumi Rabe Nirabe” by Rabindranath Tagore

TheRabindra sangeedtandard, Tumi Rabe Nirabg is one of the songs chosen for the
IIGF competition in 2016. This song features ayin triple meter, calledadhrg and is a
sweet love-song popularly interpreted by moderngaérpop artists. The lyrics, translated by
Rabindranath Tagore, are as follows:

Thou shalt dwell in silence in my heart like thi fmoon in the summer night

Thy sad eyes shall watch over me in my wanderings

The shadow of thy veil shall rest upon my heart

Thy breath like the full moon in the summer nighdlé hover about my dreams
Making them fragrant

“Tumi Rabe Nirabés melody is quite simple, but the adornments ertain words for
emotive expression bring the composition to lifeldv the basic melody is notated with notes
that are commonly embellished written in italicsaG notes are depicted using a font in

superscript.
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1 2 3 4 5 6
°® -Pm -Pm P N -DND Pm

1 2 3 4 5 6
PD -MP °™M -fFG GP MPM

“Gram Chhara Oi Rangamatir Por” by Rabindranath Tagore

This song is also very popular and commonly plegred sung by children. One of
Tagore’s more tender song&§ram Chhara Oi Rangamatir Powas often featured on
children’s radio programming on A.I.R. and was @roas the junior competition selection for
the Indian International Guitar Festival. Trangiblby Rabindranath Tagore:

My King's road that lies still before my house reakmy heart wistful

It stretches its beckoning hand towards me; inhese calls me out of my home;

With dumb entreaties it kisses my feet at eveep st

It leads me on | know not to what abandonmengutdden gain or surprise of distress

I know not where its windings end —

But my King's road that lies still before my housakes my heart wistful

While the main melody is long, it is spacious anesents only a few instances of tricky

off-beats, ameliorated by the slow tempo at whidh usually played. The notation follows:

5 6 7 8
b - S - S S - S R
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G - - - M P - - -DP
1 2 3 4 5 6 7 8
M - - -PM - G - - S -R
1 2 3 4 5 6 7 8
G - - M M - R -GR

“Bidrohi” by Kazi Nazrul Islam

The lyrics, translated by Kabir Choudhary, speateofpestuous natural forces,
culminating in the last several lines:

Only when the battle fields are cleared of jingllrigody sabers

Shall I, weary of struggles, rest in quiet

| the great rebel

| am the rebel eternal

| raise my head beyond this world
High, ever erect and alon&f

“Sundari Kamala”

A famous folk song from Bangladesigundari Kamala”is considered part of thek
sangeegenre. It was recently recorded for MTV Indi€ske Studigroject by Ram Sampath,

Usri Banerjee, and Aditi Singh Sharma. This comgasicomes from a long oral tradition of

125 hitp://nazrul.org/nazrul_works/poems_lyrics/kabibel.htm
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folk and work songs which were traditionally sungdgricultural or nautical workerSundari
Kamalatranslates as beautiful Bengali womanKasnalais a common Bengali name. Like
most folk songs still resonant today, this songnefo traditional clothing, anklets and dagi,
and also has a double entendre in the descriptiorossing the river from her father’s from her
in-laws.

Translated by Dipankar Choudhury:

(Strum strings of couplet nicely; dances Bengeduiy

Bengali beauty’s feet adorned with belled ankigtisnes harmonically) chorus

Bengali beauty wears a sari which shines in timsisine deary me!

Bengali beauty wears a nose ring whose pendantssiwaand fro o'my

Go to father’s place from in laws we have to crgzarkling river dear me
My set of trousers and shirt became wet and adsarfe wet the lady’s sari

“Sundari Kamalais an interesting song, not based off any trad#iraga. It has distinct
parts that modulate between two different keydtierverse and chorus. The notation is written

below in triple meterdadhrain six beats:

1 2 3 4 5 6 7 8

(S S
1 2 3 4 5 6 71 8
S R g R S S R
1 2 3 4 5 6 71 8
n - S S R g S R
1 2 3 4 5 6 7 8
M - M G R - R g
1 2 3 4 5 6 7 8
R - s - D)
1 5 7
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1 2 3 4 5 6 7 8
PD - P - - - n D -PMG
1 2 3 4 5 6 7 8
- P - d P - d -
1 2 3 4 5 6 7 8
P P P d P - M-
1 2 3 4 5 6 7 8
M - P M gR SR)

These compositions and the information abvagisandtalasremain a challenge on my given
instruments ositar, tabla, and slide-guitar. Since the compositions canlagep across
instruments, a compelling exercise has been totadagical material learned on the slide-guitar
to thesitar and vice-versa. Once tigatsare mastered, then comes the task of improvising a
performance using these compositions as the badetimel of stylistic development. The
melodic movements in each of thegdsoutline the intricacies of their respectnagas and

these movements end up being elaborated througtouisption. For these beautiful
compositions, | am eternally grateful to RhitomKéar Anup Das Gupta and Debi Prasad

Chatterjee. | hope | have done them justice wiéhrtbtations | have provided.

Learning this repertoire has been significant toresearch for many reasons. By taking
lessons in the community, | was better able to tstdad the musical aesthetics involved in
playing Hindustani classical music on slide-guifdre patronage | was able to offer my teachers
and the instrument maker contributed materiallthe/scommunity. In return, | was given
numerous connections for furthering my intervievang with valuable insights into the nature

of the instrument. Since the slide-guitar was fagapted to play classical music, new styles for
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expression have been created, sometimes mimickirey mediums, and sometimes producing
new techniques best produced with a slide-guitae. otion of alide-guitar ang has yet to
catch on, nevertheless, it provides definitions kighlight what slide-guitar has to offer to
Hindustani classical music. In order to see howslige-guitar has become vernacularized it is
essential to understand how the slide-guitar fithe pantheon of classical instruments. By
learning how to play the instrument, its capat@sithave become clearer, revealing the

foundation of its successful appreciation and azoee.
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Appendix B: Biographies

As each successive generation of slide-guitarigaks new ground in performance and
instrument design, their stories can get lost enlifoader historical narrative about their
community. Thus, it is important to learn about liikes and perspectives of the players
themselves because their struggles and succeastheeforefront of how effectively the
Hindustani slide-guitar is accepted and perpetuiat®cdhe future as a respectable instrument in
the classical genre. Slide-guitarists who perfanrthe Hindustani classical tradition face unique
challenges. As a new and small community, les#tinisinal support exists for slide-guitar
preservation and dissemination that for all othassical instruments. Young players compete for
patronage with other classical instrument perfosusing an instrument that still raises
eyebrows in traditional settings and often appaatke end of a long list of preferred
instruments for Hindustani classical music.

As the social life of the classical musician evsliao the twentieth century, it faces
resistance from cultural, aesthetic and ideologicains based of a long tradition of aesthetics
and social organization. Joiningyharang or school, and attaching oneself to a veneratde a
reputable teacheg(ru) constitutes the studerghishya musician’s most important decisions.
Connecting to a lineage with a recognized tradipoovides structure and community. The
allegiances forged from thgauru-shishyasystem become even more valuable when the family
tree is only a few generations long. As such, tigeguitar’s relative youth and scarcity make
the social tensions across two domingimaranasparticularly acute.

While many slide-guitar players have switched filaght music to the classical genre, no
player | encountered had become a dedicated stoflene classical slide-guitar playing style,

represented by Bhatt or Bhattacharya, and therctsgdtto the other. This translates into firm
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divisions of style, design and character for thesical descendants of Vishwa Mohan Bhatt and
Debashish Bhattacharya, splits the community. Mathgr guitarists have been unable to study
with either of these luminaries, instead findingdbteachers or studying with gurus who
specialize in other instruments. In many ways,eéhegue slide-guitarists, without direct access
to slide-guitar maestros end up experimenting motte style and technique, developing new
ideas and implementing them where they can.

Many of the following biographical narratives wallso discuss technical aspects of
playing, equipment and guitar design, reflectingspeal preference and the creation process. In
the first few decades of the twenty first centungny of these younger players have new
challenges to contend with. Since many of todaldggrs champion particular models, naming
continues to be a common thread in my many disecaossabout the contemporary challenges of
slide-guitar. Some players expose social diviseomg rivalries. While controversial, examining
them can shed light on how and why the communisydieanged, struggled, adapted, and

ultimately celebrated their accomplishments.

Manish Pingle

A slide-guitar performer from Mumbai, Manish Piagjrew up in a musical household.
When young, he took vocal lessons and learnedictdssusic from his mother, who wasigar
player. At this time in the 1970s, the slide-guitars a novelty without standardization or
lineage, and had no practically no role in thesitad genre. Pingle’s introduction to the slide-
guitar came primarily from Bollywood songs, wheoe dver twenty five years, Sunil Ganguly
(discussed in chapter four) had been playing thedilan slide-guitar as an accompaniment

instrument or as a lead melodic line in instrumergaditions of film music favorites. Ganguly
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inspired slide-guitarists across India, and browgptedominantly Bengali tradition to a broader
listening audience. Pingle soon procured a Hawaigle slide-guitar and began studying with
Hindustani slide-guitar maestro Vishnu Waliwadekalindore. He soon encountered recordings
of the first Hindustani slide-guitarist, Brij Bhuat Kabra and sought to emulate his style. Thus
began a long process of constantly refining hidZrt

Lacking access to leading slide-guitarists, Pimyleerimented with many techniques,
string configurations, and slide-guitar models.iklgally played the Hawaiian style, tuned as
DDADAD, and played with his middle-finger as leadl lnis right hand after observing Kabra.
When Vishwa Mohan Bhatt came to Indore to perfanrthe 1990s, Pingle was granted an
audience and opportunity to perform in front of thaestro. Since Bhatt displayed a very
different technique, including the use of index amddle fingers, and a much longer bar for his
left hand, Pingle revamped his style and preparddliow up with Bhatt at his household in
Jaipur. Once Pingle studied directly with Bhatsslens continued only erratically and technical
discussions gave way to lessons conducted onlyogal recitation. Pingle returned home
confused, and wondering how to advance his playRadher than continuing to search for a
slide-guitar guru, he decided, not atypically, tiedy with a maestro of a different instrument.
Thus began his training as a slide-guitarist whh legendargitarist, Ustad Shahid Parvez in
19957

Pingle’s experience with his new guru shows thdlehges slide-guitarists face when
joining an instrumental music tradition with a stardized technique and repertoire developed
over so many generations. The firatja he learned from Parvez wesgeshregebut the firsigat,
or composition, was incredibly difficult on slideti¢ar, especially matching the speed of his

fellow students. The styles sitar compositions were mismatched with the capabiliiethe

126 Manish Pingle, personal communication, 2015.
127 Manish Pingle, personal communication, 2015.
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slide-guitar, and staying in tune at high speeds etellenging. Pingle altered his technique
again, incorporating his thumb into his right hatalying, which also took him down some
dead-end roads. While Pingle cited Debashish Bttatga as an inspiration for this technique,
Bhattacharya’s string arrangement differed so &amtly from Pingle’s that it was difficult to
emulate his stylé®®

Pingle continued with his original slide-guitar nebdthemohan veenatyle, but kept
experimenting, periodically adding an extra striciganging the set-up and spacing, all with the
guidance of Conchord luthier, Bhaba Sindhu BisWzage uncommon modification he made was
to remove the slanted pick guard. While many playest their pinky finger on the guard to
elevate and stabilize the right hand while playiimgle prefers to float his right hand above the
strings and periodically rest his wrist on the gadThis would seem really tiring, but it prevents
the player from hitting the pick guard, which whdame unintentionally can be an unwelcome
and jarring sound?®

With so many modifications and adjustments, Pinigleided to work with other luthiers
as well, including Steven D’Sousa from Goa. WittsBusa, Pingle adjusted the bridge,
implemented a pickup arrangement, toyed with astrad to strengthen the neck, and tried out
solid-versus-multiple-piece neck constructionsglRiralso used other materials for his left-hand
playing technique. One mainstay has been the uselaf tone slides, which are metal covered
with plastic and which produce a quicker left-ha@chnique, but a reduction in accuracy since
they slip more frequentf®

Resonating with other players, Pingle encountehsgipal challenges, such as constantly

having to look down at the fret-board to approxiengitch. This caused him some back and neck

128 Manish Pingle, personal communication, 2015.
129 Manish Pingle, personal communication, 2015.
130 Manish Pingle, personal communication, 2015.
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problems, which could be remedied but only witleinse practice using aural clues and muscle
memory. Such skills, including memaorization withdle use of written materials, seem to be a
thing of the past. Ironically, it always seems éogdoverty or lack of technology that forces
players to develop these valuable skills. This reasiniscent of the anecdote about Sunil
Ganguly, whose experience playing in total darkrsésged his special awareness and ear
training*3*

The economics of slide-guitar performance hind&iegle as well. Under the tutelage of
Parvez, he noticed that all his colleagues plagiaditional Indian classical instruments could
consistently get shows, book festivals and avaithaes of their playing and authenticity. For
players like Pingle, the overwhelming criticism waa/hy guitar? There are other instruments
that people have actually heard about!” Otherécazéd the slide-guitar as an “incomplete
instrument” compared tosatar, for example, which allows higher speeds and greanal
accuracy. In response, players like Pingle defeadcslide-guitar, reminding us that the
instrument is still young, still evolving, but fylcapable. Pingle believes that succeeding
generations of players will undoubtedly expandrinsient’s possibilities. Already the
contributions of the maestros Bhatt and Bhattachdmve begun to bear this otft.

Despite having a sterling pedigree, not being eallistudent of Bhatt or Bhattacharya
placed Pingle on the outskirts of the slide-gutmmunity, hindering his ability to develop a
reputation with increased marketability. Nevertss|ePingle persevered and took advantage of
the instrument’s closeness to the capabilitieheftuman voice, especially the generous sustain.
By keeping a balance between instrumental and vouaalc, Pingle has adapted vocal
repertoires to the slide-guitar. After working héod many years to establish his name, he sees

his choice of the uncommon instrument as an asding much less competition within

131 Manish Pingle, personal communication, 2015.
132 Manish Pingle, personal communication, 2015.
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classical and fusion economies. Pingle emphastredybrid nature of the slide-guitar, claiming
it had a little bit of a Western feel, even wheayhg “hardcore Indian music.” This has made
the slide-guitar, in his opinion, one of the mostsatile instruments in India for playing fusion
music. Having toured with blues musicians, Pingipgs the contrast, which he describes as
hearing the voices of the East and the West intiegat*

By the end of our conversation, Pingle offered samsights to younger players. He
suggested that one should emulate the greatschigva a balance. Using elemental terms, he
describedyayaki or vocal technique as water, amadtrakari, or instrumental technique, as fire.
These concepts where conceptually tethered teethand right hand, or to melody and rhythm
respectively. Pingle described some players asdome as water and the best as a balance of the
two. Finally, Pingle stressed the importance ofiliga high quality instrument as necessary
inspiration for true players to succeed in buildihgir skills, confidence, and for proving the

slide-guitar’s superiority to the worfd?

Deepak Kshirsagar

One afternoon at the Conchord workshop, | met Die&shirsagar, a slide-guitarist from
Baroda, and we spent the evening discussing tke atalide-guitar in India. Kshirsagar’s story
was couched in the narrative of struggle, sinceaieer falls outside of the Bhatt and
Bhattacharya lineage. Kshirsagar represents théhfgeneration of musicians in his family who
studied primarily in the classical vocal traditiaafSsGwalior and Jaipur. Kshirsagar’s grandfather,
B.N. Kshirsagar was a prominent vocalist and amaatangiplayer who, after catching the ear

of Ustad Ali Akbar Khan on the radio in Mumbai, wiasited to become the administrative

133 Manish Pingle, personal communication, 2015.
134 Manish Pingle, personal communication, 2015.
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principal at the Jodhpur Kalakendra performing academy, in the same city as Khan.
Kshirsagar’s father excelled in the literary wonldth over fifty publications and professional
connections to the Oriental Research Institutethacsangeet Natak Research Academy.
Kshirsagar himself, chose the slide-guitar asisgrument after Vishwa Mohan Bhatt came to
Jodhpur to perform with his father. Kshirsagar deped an obsession with the slide-guitar and
vowed study with Bhatt®®

Kshirsagar began his slide-guitar lessons in leddth a Bhatt disciple, Satish
Khanwalkar. Kshirsagar then returned to Jodhpuafiterature degree before enrolling in a
PhD program at Rajasthan University, just blocksnfiBhatt's Jaipur home. Focusing on
classical music theory and the history of fifteettimineteenth century court musicians of
Jodhpur, he nevertheless remained so devoted tiy&rs or practice, that he left the program to
pursue his dream of becoming a Bhatt disciple.dBtatr fifteen years studying on the periphery
of the Bhatt family legacy, Kshirsagar was not @ted. Family politics and personality clashes
blocked him from entering this lineage, and thukiksagar doesn’t call Bhatt his guru, despite
playing in a similar style on the same slide-gud@sign. Currently, Kshirsagar works as an
assistant professor in vocal music at the UnivediBaroda, performing frequently as a
vocalist and Hindustani slide-guitarfst.

For Kshirsagar one challenge to playing slideaguitvolves the difficulty of mastering
the instrument itself, choosing a style, and subeetly the structure for one’s instrument. He
views the slide-guitar as a thousand miles behthdranstruments, especially in ttsyari, or
rhythmic technique. Playing fast melodic patteriithwarge intervals can be difficult on the
slide-guitar compared to tisitar, especially without tarnishing the tonal integutyone’s

playing. Bhattacharya reigns as the masteaighri, distinguishing himself and others in his

135 Deepak Kshirsagar, personal communication, 2015.
13¢ Deepak Kshirsagar, personal communication, 2015.



247

lineage for their lightning fast playing. Despitedt being less adept at top speeds, Kshirsagar
prefers his style on thmohan veenaecause the melodic content and charactenvaraz is
much cleaner in Bhatt’s playirg’

Kshirsagar’s vocal background leads him to focuswarazdevelopment, yet he also
proudly demonstrates the advantages the sliderdwtds over other Indian instruments for
replicating vocal techniques, gayaki ang Kshirsagar emphasizes the advantages of studying
vocal technique in tandem with slide-guitar forabaccuracy, even though he admits the strain
this puts on his time management. Thus, Kshirseiges another challenge, commensurate with
the instrument and the (classical) music’s highrniegy curve: the long hours of practice required
to master the slide-guitar. While common to sonieotndian classical instruments, at least
fifteen years must be spent in serious training@teeproperaga music can be performed.
Kshirsagar sacrificed his academic career to focusyaz, and was lucky to find employment in
the conservatory as a vocal instructdr.

A certain economic standing has always been negeissthe classical genre, where
practice and focus demands the sidelining of athezer ambitions. Unable to satisfy these
requirements, a proliferation of performers hawacpced a style of slide-guitar, but not
mastered the artistry. Young professionals, inigaler, show their prowess with speed rather
than subtlety and depth in their playing. Kshirgagges these as shortcuts in performance
careers, which young players use to craft an imalgat glamour can produce more performance
and teaching contracts, and to attract more stadbnt it inevitably dilutes the traditidr’

The lineage competition dominates the world ofdneslide guitar. While Kshirsagar

claims players should emulate everyone, acrossimsints and styles, he had to also admit the

137 Deepak Kshirsagar, personal communication, 2015.
138 Deepak Kshirsagar, personal communication, 2015.
139 Deepak Kshirsagar, personal communication, 2015.
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advantages students accrue from mimicking andin§dilial piety to one’s guru. As the

younger generation pursues the great names, BitBlaattacharya, less guidance and
technigue correction occur from the overemphasike@ping up with star performers. When
discussinggharanas Kshirsagar emphasizes two perspectives. Firsteththesenia-maihar
tradition of classical music, to which most slidgitgr players adhere. Second, there’s the
gharanaorganized by guitar-model lineage, which polaritesfield between Bhatt and
Bhattacharya. Kshirsagar saw no alternative betweestyles of these two maestros, and herein

lies the problent®®

Siddhartha Banerjee

A young player from Varanasi, Siddhartha Banerjiéstirom a Bengali family with a
long musical tradition. His first inspiration, hisother Jaya Banerjee, played slide-guitar as a
hobby at home and saRgabindra sangeetndNazrul geettunes. Growing up in this
atmosphere, Banerjee describes the slide-guitpa®f his “blood genes.” Working with
various music teachers, Banerjee sought a divarsgerof skills for experimenting on the slide-
guitar. He began with Shivnath Bhattacharya in Nasa and then turned on to Narayan Das
Chakraborty, with whom he worked to implement idizam thesitar, surbahar(bass range
sitar) and vocal techniques. Following this he pcad with Amit Bhattacharya, sarodplayer
and disciple of the famous Annapurna Devi, sisté&licAkbar Khan. Study was a spiritual
endeavor for Banerjee, but also one of explorateading him to continually switch teachers
and work hard at mastering their repertoifgs.

As a result, Banerjee has been challenged tolatersnd incorporate all the ideas his

140 Deepak Kshirsagar, personal communication, 2015.
141 siddhartha Banerjee, personal communication, 2015.
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gurus taught him. In response, he’s sought to cephe mood of other instruments—including
thesarod surbahatr sitar, sarangi(a classical bowed instrumenbgansuri(horizontal flute), and
vocal style—and incorporate them into the slidegguiThis has uniquely shaped his slide-guitar
playing since his techniques have been develomed feachers who had no experience on the
instrument. Avichitra veenaplayer was the closest he came to studying witlida player. As a
result, Banerjee also experimented with variousenedtapproaches to playing the slide-guitar,
including different types of picks, from finger pteums, to thesitar's misrah to thejabbafrom
sarod Banerjee tried batteries, paperweights, andittgtra veenaslide, changing materials
and textures every couple of months. He tried adtitve tunings for the instrument, imitating
those ofsitar andsarod and also altered the gauge of the strings andglezement. Seeking to
imitate on the guitar the unique effects of othtidn classical instruments, Banerjee took
mimicry to its ultimate fornt?*?

Eventually, Banerjee’s drive for experimentatiod kem to custom design his own
instrument with Biswas. The result was a body shsipalar to asarod with onechikari, four
main strings, four supporting strings, and fiftesgmpathetic strings. Thehikari were placed
closer to the body, much like Bhatt’s style, altbwvith a larger density of strings tuned to the
raga rather than the tonic. The result, completediits incarnation in 2006, Banerjee named
after himself, thesiddha veenawhile the instrument continues to change, Bandrgsehis own
this particular model, initially designed by Bisw&anerjee’s fierce loyalty to Biswas stems
from the skills he has applied to create the imsént upon Banerjee has established his
reputation:*?

Among other places, Banerjee’s reputation has ezddirgm the world of music

competitions. At a young age, Banerjee won firatplfor guitar in the Junior Group of All India

142 sjddhartha Banerjee, personal communication, 2015.
143 siddhartha Banerjee, personal communication, 2015.
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Prayag Sangeet Samiti in Allahabad. Using a sirgtdawaiian instrument, he won by
changing his low string to higthikari so he could play gnala section at the end of his
performance. Then in 2003, he won the gold medahi® senior group of the same competition,
yet in an unspecified instrumental category fossieal music. Banerjee recounted how his first
win was a novelty since he was so young and plalyiaglide-guitar in a classical style shocked
the judges. Having heard the judges saying thiikgs ‘lit is not possible to do something really
awesome on the guitar,” Banerjee was determinédeak this mentality. When he returned in
2003, he proved that his slide-guitar could compéte other instruments*

While a few players like Kabra, Bhatt and Bhattaghahave found slide-guitar success
in classical music, having to match their acconplisnts has been daunting. Thus, Banerjee has
had to push back against negative comments, sutiotsveryone can be famous like Bhatt
and Bhattacharya,” or “it is a guitar, it shoulddsecond class instrument in India!” or “you
can’'t do anything with this instrument!” So, degpihe previous generation’s inroads, Banerjee
has been criticized by musical conservatives, eajyet competitions and the conservatories,
where the slide-guitar has not been well-incorgatamto the performing arts curriculum.
According to Banerjee, practically no professiothadrees in slide-guitar exist, and other
instruments are almost always chosen first, whahdiscourage a young slide-guitarist.
Lucknow’s Bhatkande Conservatory and AllahabadimiBdave preliminary, but fragile
programs and they struggle reconciling the BhattBinattacharya playing styles. Banerjee
believes the naming competition inaugurated byethe® great players might even be
detrimental to the instrument’s future, yet hesigaed to follow in their footsteps, naming and

designing a new slide-guitar, and hoping to prdxa he and other great young players are not

144 siddhartha Banerjee, personal communication, 2015.
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just blind-followers or anomali€§®

Kamala Shankar

The most famous woman in the classical slide-gpitaying world, Dr. Kamal Shankar
grew up in Varanasi. She studied with Mani Sontakkeé Amarnath Mishra, first in the vocal
medium, and then playing the slide-guitar in hetye@ens. On guitar, she studied with Shivnath
Bhattacharya, Chhanulal Mishra, and Bimalendu Muklee Shankar was the first woman to
graduate with a music degree while specializinglighe-guitar from Benares Hindu University
(BHU) under the guidance wfchitra veenaplayer, Gopal Shankar Misra. Her broad training,
conservatory credentials, and status as a childigyaontribute to her broad range of
performance practices, which also includes formiggbt classical music likéhumri, bhajans,
kajari, andchaiti. She remains one of the most active classicat-gjidtar performers,

frequently traveling internationally to give contset*®

While she was a headliner at the 2015 Indian tatteonal Guitar Festival, we talked
briefly. The day before her performance, she gasi@a-guitar workshop with Debashish
Bhattacharya, where they focused on expressiomnapidvisation ofraag kafi. The structure
and design of her instrument, custom built by SaRjihiram of Delhit*’ drew considerable
attention. Dubbed thehankar veenaShankar has followed other musicians who have
championed new types of slide-guitar, and renarednstrument to personalize the model.
Made of cedar, Shankar’s instrument has distinaive characteristic color along with other

unique structural details. In particular, the spadaped head stock stands out since the tuning

145 siddhartha Banerjee, personal communication, 2015.
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pegs are much more spread out than usual. The sigiease in the string length doesn’t seem
to affect the sound or instrument performance tdibés provide an unusual visual aesthetic.
Theshankar veena string configuration resembles thwhan veenasince it places thehikari
strings on the back side, closer to the body sp ¢he be played with the thumb. Téleankar
veenahas no sound hole, thus producing a warm tone oilosely resembling the standard

veenathan the bright timbres of the guitif

While | haven’t completed a full interview with &hkar, many younger women players
I've encountered at competitions and festivals legeas their inspiration. Shankar has
demonstrated that Indian classical slide-guitaroisjust a boys club. Since many women have
entered the Hawaiian guitar scene in Kolkata, tassical scene’s low gender ratio for slide-
guitar players remains similar to the rest of th@rnumental categories. Many young players
today hope to follow in Shankar’s footsteps to grtivat gender has nothing to do with playing

ability.

Poly Varghese

One of the few slide-guitarists from South IndialyPvarghese comes originally from
Kerala, and is now based in Chennai. He standaroonhgst other slide-guitarists because he
emphasizes philosophy and spirituality, derivednfalifetime of travel throughout India,
interacting with various mystical communities. Qmigly having a Christian background,
Varghese left the comfort of his community to pe@rsupath of self-discovery, taking him to the
West Bengal jungles, to the Rajasthan desertsthemdabroad to dozens of countries. We met

and conversed during the 2015 Indian Internati@atar Festival in Kolkata. We

148 Observations gathered from attending a slide-guitakshop with Kamala Shankar, I.I.G.F. 2015.
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communicated again after the event, and | spokemcagain in 2016, over Skype, at his home
in Chennai.

Varghese defines his performance career as a @fsomney, aiming to understand the
root and divinity of both sound and silence. Hectiégd his fascination with sound and
representation with an anecdote from his youth tkextded ideas of anthropology and
psychoacoustics. At the age of 8, on the playgrpMaghese began considering the power of
sound in the timbres emanating from the schoolpeitl Described as the interaction between
two forms of metal, to Varghese, this sound represka modern age, one of human detachment
from the natural where technology rules supremethfeugh this same technology, humanity
reconnects with the eternal, through the historgiafization and the knowledge that has been
passed down through the generatidfis.

Varghese noted that the bow was the first instrdurasaed by humans, which without
manipulation is silent and without energy. With thasion brought to the arc by strings, people
can externalize their voices, creating a mediumsidatthemselves that produces sound only with
the player’s intention. Like the energy in a muklmaw, the meeting of metal on metal was a
sound Varghese viewed as representing humanityslal@ment. It is a timbre he recognized one
day while watching a poorly broadcast televisioogsam of Hindustani classical music
featuring Vishwa Mohan Bhatt. While the image whsaured, Varghese connected profoundly
with the sound and resolved to seek out Bhattagumu. He began sending letters to Bhatt, but
he received no repfy’°

Throughout his formative years in South India, Viege became adept at Karnatic music
while attending the Kerala Kalamandalam Universitirts and Culture, focusing his studies on

themridangam a percussion instrument steeped in both thetstialand mathematical. While

149 poly Varghese, personal communication, 2016.
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still interested in string instruments, his modastily background and shortage of instruments
made it difficult for him to pursue any real traigi He also described feeling disconnected from
the classical music world because of the prejudganst non-Hindus. Varghese has experienced
violence and persecution because he has been deathgdd by temple worshippers. These
experiences propelled him away from organized iggligand he resolved to set forth on a
personal journey with nothing but hizidangamstrapped to his back’

Making his way north into rural West Bengal, Podytked in Santiniketan, a small town
made famous by the establishment of the Vishwa&hdniversity, the institution Rabindranath
Tagore created to teach humanities and the amsginBetan also provides an important cultural
center for théBaul tradition, a mystical and philosophical practioedsed on esoteric poetry,
ecstatic performance, and tantric ritual. Therééeame a student of Basudev Baul, a leading
performer ofBaul music, while also attending the Sangeet Bhavan'sicrprogram at the
University to learn Hindustani vocal music and piesion instruments. Varghese continued
studying film, literature, and languages, embratireglove of knowledge, while also avoiding
cultural attachments. He noted, “to find oneseli yaust cut off your root and travel. The root is
the ego, the culture, the religion, but only ugtli abandon these things will you truly find
yourself.">?

Similarly, Varghese described his philosophy ofrgtiil am always searching for the
silence, because all sound and intention is strechut all returns to silencé> Varghese finds
inner peace and truth in the creation and destmuatf musical expression and emotion. “Tears
are the truth of life” he stated, and once theyehdried, oneness can be achiel¥dhese

perspectives resonate wlBaul philosophy, a syncretic tradition that borrows\hkarom

151 poly Varghese, personal communication, 2016.
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Sufism and tantric Hindu traditions. Within theuats of musical ecstasBaul musicians find

their truth. Thus, manBauls including Varghese, typically reject organizeligien, material
possessions, wealth accumulation , and rigid alltuwrms, in favor of continuing their quest for
self-realization through performant®.

As we discussed these philosophical ideas, it ir@damportant to understand how
Varghese has experienced the economic and sopetigof the performance community and
the broader musical profession in India. He seeamébthered by the criticism he has faced for
not maintaining traditional boundaries and struesun his performances. He announces his
performances as merely personal explorations afcownith and without structures, which the
audience is welcome to join by listening. While fagse remained deeply involved in these
personal and spiritual explorations, he did nog lbs fascination for string instruments. When
he lived with a Bhutanese friend, he played onlaatec guitar, developing a unique style
derived from his vocal training at the Sangeet Bimasoon after he learned that Vishwa Mohan
Bhatt would be playing a Kolkata concert. Varghasesed at Bhatt’s hotel with the electric
guitar, prepared to play for his prospective g@att immediately recognized him from his
letters, was impressed by his musicality and déidicaand invited him to study slide-guitar in
Jaipur, Rajasthatr®

After many years under Bhatt’s tutelage, Varghesebecome a well-known slide-
guitarist with a uniquely shapaedohan veenghat he plays with a very long slide implement,
unlike any other. While Varghese performs all setiof theaga, including thealap, jor,and
jhala, he can be his freest and most expressive ialdpportions due to its lack of structure and
rhythmic periodicity. This preference aligns welthwvhis general philosophy against constricting

structures. He views culture and religion similadypressing his sadness about the condition of
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his homeland. India, he noted, constantly confiath itself. The attachment to tradition,
politics, religion and conservatism creates prejadie finds toxic. | pointed out that most
nations, cultures and individuals struggle withstheame issues as they try to create a distinct
identity and protect tradition. Few opt for then@rant and unstable life ofBaul musician.
Nevertheless, Varghese, with his radical philospghguite beloved in the slide-guitar
community, as many see him as a being on an eahghtpath.

Returning to the material world, we discussedftitere of the slide-guitar community.
The instrument hasn't made much headway into Sioglilan musical genres, and Varghese
senses little interest in slide-guitar, even frdayprs of thegottuvadhyamanother South Indian
instrument using a slide implement. When Vargheag mvited to the guitar festival in Kolkata
in 2015, he arrived with great hope and joy tos®eenany players coming together to celebrate
their shared medium of expression. After a few ddysugh, he felt the festival was less a
celebration of the community and more a celebraticthe organizers. While he hopes for a
more democratic future at the festival, he recogmizow social and political contentions in the

slide-guitar community will make that very difficut>’

Mallikarjuna Kolvi

Born into a musical family, Mallikarjuna Kolvi isnather South Indian slide-guitar
player. He began vocal lessons with his fatherthed studied in Arya Sangeet Vidyalay in
Bombay before settling in Bangalore. During hiddtood, Kolvi was introduced to Sunil
Ganguly’s slide-guitar playing from films and thedio, and remembers listening every night at 9

p.m. to theSaz aur Avazhow, hoping to hear the Hawaiian guitar. By theetKolvi reached
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college, he had listened intently to the recordBrgfBhushan Kabra, and decided he wanted to
focus his musical energies into playing slide-guiéteéen though he had no instrument and no
teacher. When Kolvi moved to Bangalore he founditss Hawaiian guitar teacher, Wayan
Subbarao, a staff artist at All-India-Radio Bangalwith experience on many different
instruments. Kolvi began learning in thiehitra veenastyle with very slow tempos and vocal
phrasing:>®

Kolvi eventually caught on to the playing of Vishivebhan Bhatt and sought to emulate
his style. Living so far from Jaipur, Kolvi foundststudies frustrating but kept hope alive by
making inroads socially with the Bhatt family. Afte few years he visited Jaipur and received
Bhatt's blessing, which for the devout Kolvi, me&ethad to continue pursuing the instrument
regardless of the challenges. After ten years aftpre he was finally able to perform for Bhatt,
describing it as the highlight of his life. Sin¢eh he has received some small suggestions,
arrangements, and a few compositions from Bhathbhststruggled to find his way, especially
within the conservatory structure. In the yearobehis encounter with Bhatt, Kolvi studied
music at Allahabad University. He completed fouangeof training but when he tried to pursue a
Master’s degree, the institution suggested he ahargjruments. Without slide-guitar in the
curriculum, conservatory work was a dead end fdvK&Jnable to change the curriculum, he
dropped out. Thus, in my conversations with Koha,stressed this difficult challenge for Indian
slide-guitarists: a lack of institutional suppdrhis leaves aspiring players scrambling for access
to the maestros, who themselves face busy tounddesaching schedules all over the world.
Players raised this issue again and again, som@rgahe instrument’s relative newness while

others emphasize the institutional conservatisindifin classical musit’
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Kuntala Ray

Another slide-guitarist | met at the Conchord waidgs, Kuntala Ray performs the
Hawaiian style of slide-guitar in light music gesiand théhansa veenéa slide-guitar model
championed by Barun Kumar Pal), in the classicdésComing from a musical family in
Kolkata, Ray initially studied with guitarist Utta@hakraborty, and then focused on Hindustani
classical music with Barun Kumar Pal. Aside fronrkiog within theSeniaMaihar tradition
practiced by most classical instrumentalists, Ra&y dedicated herself to learning the Vishnupur
tradition withsitarist Soumitra Lahir:°® Among a minority of players versed in the Vishnupu
system, Ray holds a unique place among slide-gstdaHeavily based othrupadmusic, the
translation of the Vishnupur style to the slidetguproduces more introspective and lengthy
alap sections and an emphasis on lower bass-rangettesalihis rare school of performance
has generated some interest in the scholarly contyraimd thus experiencing some recent
resurgence. As discussed by Capwell (1993), thiervigurgharanas decline was largely due to
lack of patronage and geographic remoteness frojormasmopolitan centers in West Bengal.
Now that practitioners have moved to urban centhestradition is returning, albeit slowly.

Ray'shansa veenanodel of slide-guitar has a body much more clossbgleled after the
South Indiarveena The very long neck and teardrop-shaped body gesva warm tone yet it is
slightly quieter than the slide-guitars modele@afjuitar-shaped bodies. Ray typically performs
classical music on thieansa veenaut finds the Conchord models more suitable fgintlimusic,
both because of tonal and visual aesthetics. Pexplect a more “folksy” looking instrument for
the light music genres likRabindra sangeeindNazrul geeti The aesthetic comes from the way
the poet authors of these genres themselves liglthut extravagance. When | met her, Ray

was having work done on her instrument to adjusthitight of the strings against the neck. She
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praised Biswas’s work and offered to help me ke@egommunication with him after | returned
to the United State'$*

Ray noted that women have always played an importde in the informal, private life
of the slide-guitar. While practicing vocal musiwaslide-guitar at home, many women (as in
other Indian communities, as well) have been blddkem public performances by men in their
families!®? Ravi Shankar’s first wife, Annapurna Devi, pro\dgerhaps the most famous
example of this cultural patriarchy. Notoriouslglgus, Shankar forbade her from playing
publicly. *** Ray confirmed the proliferation of women slidetguiperformers, claiming they are
concentrated within the light music genres wheeestcial rules are less rigid and where women
have become prominent contributors to the perfooaatene.

Kolkata itself has much more liberal gender atesithan most Indian cities. Famous for
its education and cosmopolitanism, Kolkata featunagy more performance opportunities for
women. Even outside the urban center, Bengali rultas been more egalitarian in the arts and
performance, likely due to the matrilineal rootBeingali culture. Ray occupies the position of
senior slide-guitarist. She is cited by young womerformers at the slide-guitar competitions,
who find her inspiring as a highly skilled performay’s diverse training and nuanced and
meticulous rendition of classicedgas provides virtuosity equal to the speed and coxilyle
brandished by other performers. Her promotion ef\flshnupumgharands aesthetics also

contributes a distinctly Bengali approach to clesisand light music performance.
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Debasis Chakraborty

One evening in Kolkata, | spoke at length by phatth Debasis Chakraborty, among the
few players coming from a family of professionatietguitar players going back a few
generations. His father, Madhushudan Chakrabo#dsg, avguitarist during the 1970s and a
student of Sunil Ganguly, from whom he learned p@&dormed mostlfRabindra sangeet
During this time, his father—like many other plagrerwas emulating players like Ganguly, Kazi
Aniruddho and Batuk Nandy. During Chakraborty'sid¢hood he listened to Kazi Aniruddho
sing and play steel guitar, frequented local caisaduring the 1960s, and began playing in 1971
at the age of ten. In our conversation, Chakrahtiuyminated more so than other musicians the
cultural environment of this peridg?

In the late 1960s and early 1970s, the culturdd fthanged tremendously in West
Bengal. The increasing brutality used by the Eadiakistani government against the Bengali
population (in what is now Bangladesh) provoked1f@l Bangladeshi war of independence.
Politically, Bengali cultural unity across the Iaelast Pakistan border was at risk, as well as the
preservation of the Bengali language itself, whi@st Pakistan suppressed in favor of Urdu.
Bengali cultural icons like Rabindranath Tagore Kadi Nazrul Islam were crucial to the
population whose cultural identity was marginalibgdthe ruling military government.
Chakraborty affirmed how many West Bengalis thoughy should support other Bengalis, even
though they were wary of the flood of refugees sirug over the border, fleeing the violert€2.
Kolkata in the 1970s featured large refugee campgh developed a reputation for crime,
disease, and backwardness. The camp populatiorssieevly integrated into Kolkata’s general

population and even today many migrant and lowasscivorkers, especially in the Muslim
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community, descend from these large refugee contreani

In this context, it was at first challenging tadia narrative for slide-guitar in this
tumultuous era. The instrument had apparently rtegreo Dhaka from Kolkata in the 1950s,
and was seemingly just as popular in Bangladesipgal as in Kolkata. The cassette age
provoked another revolution, expanding slide-gtstegach inside and outside of India. During
the 1980s cassettes became the primary meansrofgshad distributing music. Explored by
Peter Manuel (2008), the cassette increased plityadnd dramatically changed the way Indians
consumed music. Fans could trade and copy musapbhehus expanding the range and
popularity of slide-guitar music. But this alsorieased access to other forms of music,
especially popular music from the United States.

With these historical changes and the new techiyaloat came with them, a great shift
took place in the slide-guitar community. Perhaps tb this and generational changes, the music
performed primarily on the slide-guitar began taovevaHindi film tunes, Bengali modern song,
Rabindra sangeeaindNazrul geeti—all forms of light music, began to lose some sf it
audience®® Many younger listeners gravitated towards Westeusic and slide-guitar music
began to lose meaning.

By the late 1980s, Chakraborty was completing ataace degree and his father took
him to learn classical music with Barun Kumar B4At the time, Pal was working with All-
India-Radio and with Ravi Shankar. Eventually Claslarty studied with Brij Bhushan Kabra in
the mid-1990s and also, along the way worked wjthid Bhattacharya, ®laihar gharana
stalwart, disciple, and secretary to Ustad Allaugdivan. Chakraborty recalled working with

Kabra, whose first question was “why did you comene?” Chakraborty told him he came to
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play in a better way. But Kabra replied, “firsi] teach you how to be a good human beitf§.”

To study with Kabra, Chakraborty moved to Jodhpdnich impressed him as a holy place, due
to the presence of great players like Ali Akbar Kfzend his student Dil Kabra, and Vasant
Kabra, another student of Annapurna Devi. In Jodhphakraborty performed mostly in duet, or
jugalbandj with the Kabra family and routinely stayed upraght, inspired by the mus{€?

From Chakraborty, | learned a little about theystfrhis guru, Brij Bhushan Kabra, as
India’s first classical player of slide-guitar. Qaftcuriosity, Kabra first bought a slide-guitar
from a Bombay shop, taking it back home to Jodhigabra’s father was a businessmaegna
player, and disciple of Inayat Khan. When the eldaibra saw his son take up the slide-guitar, he
immediately rejected it, advocating thigar, sarod orveenainstead. Insistent, the young Kabra
was allowed to play it only if he performed Hindarstclassical music. Kabra'’s family
connections allowed him to study with Ali Akbar Khdrom whom he learned exercises and
short practical compositions callpdltas After a year with Khan, Kabra returned, playedtis
father, and gained his blessing. Kabra’s subsedoerd around India established his reputation
and inspired many players to adopt the slide-guaitar playraga music’"°

When Chakraborty first encountered Kabra, the dlidiéar was already established, and
some players were already adding new looks, tedesicand arrangements. Chakraborty was
content to begin with the simplest Hawaiian guitalearn the basics, but was nevertheless
intrigued by new models emerging from the Kolkatakghops. Kabra urged him to change the
string configuration and addchikari, after which he taught Chakraborty compositions fitbm
SeniaMaihar tradition. Early on, the most affordable Hawaighide-guitars came from the

Givson and Hobner companies in Kolkata, so theyegjliired modification before being played
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in a classical contexf!

With so few university-level performance prograoffering slide-guitar in India,
Chakraborty established a degree program at thatpriMangalayatan University, close to
Aligarh, Uttar Pradesh. The program establishesiayear graduation schedule, with a two year
Master’s degree and a one year Master’s of Philog@jgl. PH.1.L.), which focuses on Indian
classical music and the Hawaiian style, specifycflt the slide-guitar. Since its inception,
programs have cropped up at Delhi University andtdmde University, where the guitar has
been incorporated into a Western program as wallldsmdustani music program. Chakraborty
still feels the more famous players aren’t “doihgit job” introducing the instrument to other
Indian universities, especially public orfé§Nevertheless, he remains optimistic, hoping the
university grants commission will notice the work d&nd his compatriots have done to

standardize a curriculum, and thus fund more ghdiéar programs in Indian universities.

Prakash Sontakke

Raised in Varanasi, Uttar Pradesh, Prakash Sontekkeed music from his parents,
including the slide-guitar. His father, R.B. Sorkekwas a disciple of Omkanarth Thakur, a
venerable figure in the area, transmitting bothad@nd instrumental traditions of classical
music. Sontakke’s mother, Mani Sontakke was tist female slide-guitar performer in India.
She had a long performance and teaching careetprirenmany well-known slide-guitarists®
At an early age, Prakash Sontakke began experingewith sound, creating new textures and
timbres with acoustic instruments, and soon becgrfaacinated with electronic sound

manipulations. Sontakke’s father warned him thatatthorities will be judgmental to new
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ideas, yet encouraged him to persevere becausmgaftows without resistance. Taking this
advice, Sontakke has become a pioneer among sliterigts to use electronics when playing
the classical, light music and fusion traditidf.

| interviewed Sontakke over the phone and thenmmetat the 2015 Indian International
Guitar Festival. He had just completed his dissierig2015) on practical aspects of Indian
slide-guitar playing and was eager to discussdsgsarch and gear with me. Sontakke commonly
uses reverb and delay effects to replicate thedsofisympathetic andhikari strings on electric,
Hawaiian style instruments. He developed an eleststrument, thewarveena which melds
the structure of thewarmandal-a string instrument commonly used by vocalistsitntain
theragatonality, and thehitraveena—another Indian slide-instrument. Sontakke remdvied
instrument’s sympathetic amthikari because he found the high register notes werkawsh and
disruptive to the sound, which he prefers to beamand meditative. He uses volume
adjustments to fade sound in and out, and to sdifieattack on the strings, while incorporating
octave pedals to transpose the pitch both dowrupnd the appropriate contextsrafga music.
Bass-range tonalities on the slide-guitar wereafrtbe first new territories Sontakke explored.
The electronics create a unique style and tondletigs, allowing him to focus on sound quality
differently than most slide-guitar techniqués.

Sontakke uses a range of acoustic instruments lgseweloring outside India to find
slide instruments, including a lap steel, custonhiear drop Weissenborn built by Bill Asher in
California. The hollow fret board of this guitaroprdes a rich full sound and has been used in
Hawaiian style guitars since the 1940s (Troutmat62®°. Sontakke talked about using a

National Tricorn, a model made by the original Ws&le-guitar producers. He also uses a dobro
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resonator by Paul Beard Goldtone, and other ingnisnby Givson, Grason, Crona, Tarafdar,
Radhakrishna Sharma and Bhaba Sindhu BisWas.

Besides Indian music, Sontakke discussed his @atiaences including the Grateful
Dead and Pink Floyd, citing their experimentatiarth sound in particular. Other Western slide-
guitarists, including Jerry Douglass, Derek Trudsb Brozman and Jeff Beck, have inspired
Sontakke to play with volume and dense effectstaxtilires, and making him wonder, “why not
electronics in Indian classical music?” Using yiproach, Sontakke has developed an extensive
performance career with diverse ensemble projextdusion groups. He also successfully
produced the 2013 Global Music Festival in Banggldedicating it to his parents and teachers.
From these activities, Sontakke has built an irg@onal reputation, and Debashish Bhattacharya
invited him to judge the first Indian Internatior@litar Festival’'s competitions in 2015.

Despite his success, Sontakke has also facedéresistance to the electronics in his
performances. He encounters two types of audie@est; some appreciate the sounds and
structures he produces without preconceived natibinese listeners accept new sounds and
methods of producing music regardless of genre.s€send type of audience criticizes his
electronics and his non-traditional instrumentsilétypically only partially educated in
classical traditions, they nevertheless attack \@uoattakke is trying to db’®

Conservatives audiences prize acoustic-ness, tart ohly in a visual context. Sontakke
illustrates this with a story about how performanaee marketed and described. Once he played
a concert billed as a classical music event, bddfbpaed with an electronic instrument and
effects. An audience member enjoyed the music tndagsly and asked him what instrument he
had used. When Sontakke explained his electromid$& electric guitar, the listener scolded

him for not using a traditional instrument. Thighered Sontakke so he marketed his next event
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as a mixed electronic fusion, but performed theesalassical forms. This time he received only
praise from the audience, thus revealing the seitgiand protectiveness about the classical, not
necessarily mediated by sound or performance guhlit rather by visual and material
expectationd’®

Modern music has a place in Indian society thatristly segregated from the Indian
classical music world. Nationalist sentiments sti#fociate certain technologies with the foreign,
and many treasure the purity of keeping the musitis production frozen in an idealized form.
Amusingly, Sontakke told me how Vishwa Mohan Bleatie to him to discuss electronics and
contacts to help him incorporate these effectshgatevertheless worried about keeping them
secret from the viewing publi€?

Sontakke and | discussed how tradition, when $trertforced by conservative
ideologues, undermines innovation and new tradititimus negating positive contributions to
music and culture. In most Hindustani classicaltterts for plucked instruments, tone is
modeled after thsitar. The primacy of theitar tone and vocabulary fosters unfair expectations
for new instruments like the slide-guitaBitar has ruled for too long” according to Sontakke,
but many are not ready to accept other ways ofipdpgiassical music®* We discussed how
Western classical music has developed into exca@orgemporary forms, where experimentation
is a boon to new performers and composers whoatlketvocabulary of instruments. Compared
to the Western classical world’s openness to nesyrieglitionalism reigns from the Indian
perspective. Sontakke feels that “traditionalibiek that going too modern is going to kill the

music and the tradition. But tradition never digsople live it constantly and change it
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constantly by making their owrt®

According to Sontakke, traditions are so carefgliarded in India that despite obvious
changes, like the creation of neagas, hegemony controls those developments, medigted b
powerful families or institutions. As a result, tears the classical world is shrinking, making
itself obsolete by holding on to the idealized foBontakke continued, “traditionalism is
preservation above a human level, almost mechaainchjudgmental when it doesn't fit into
preconceived notions. Newness must be cloaked,adaskd framed in a certain way, so that
you can'tsayclassical music has electronidé*Many slide-guitarists experience such
resistance, where musical authorities allow ontiaarow spectrum of instruments, thus
shrinking innovation by sanctifying a golden erar{grally the 1960s because of figures like Al
Akbar Khan, Ravi Shankar, and Nikhil Banerjee) whengreat players were allowed to
experiment. The result now appears more like cauifpr ossifying the tradition.

Yet new music also has its problems. Sontakke e®@bout new classical players
offering only shallowaga music expositions that are “poppish” because theys exclusively
on one sort of virtuosity: speed. While | noted tsigeed characterized younger players in
practically all musical genres, Sontakke elaboratediis critique, “some skills can be hollow, so
beyond skill there is expression and innovation ih@ossible at any speed or section of the
raga.”*®* The flashy technicality of high-tempo playirdyit is the term used to describe high
tempo compositions or rhythmic cycles of 200+ bjsrgiven the most attention nowadays,
commonly omitting bass registers adp improvisation, where tonal and expressive virttyosi
are important aesthetic factors. Sontakke echd®s otnovators in critiquing “blind followers”

of any individual player, stressing how mimicry @dodoesn’t contribute to the establishment of
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new instruments. Unfortunately, shallow playindl &diassociated with the slide-guitar because
of its association with popular music forms andestyFinally, Sontakke stressed the increased
instrument quality and tonal character, which hielattes to modern luthiers, especially Bhaba
Sindhu Biswas. Changing structures and making irgareents to the instrument’s sound are

crucial to the slide-guitar’s futuré®

Somranjan Chakraborty

A leading player of classical and light music l@yhu sangegtin Kolkata, Somranjan
Chakraborty has been a prominent slide-guitarisirfore than fifteen years. Chakraborty began
studying classical music to expand his repert@ingl has become one of Debashish
Bhattacharya’s foremost disciples, as well as atructor at the Bhattacharya School of
Universal Music in Tollygunge. Over tea at his homear the Dakkineswar temple in North
Kolkata, we discussed how the local music scenehasged over his lifetime, as well as his
personal journey across gent&s.

Chakraborty began playing slide-guitar when he foas years old, guided by a close
family friend. Light music genres were heard in laisehold and his mother also played some
slide-guitar. Soon, under the guidance of AshistraMiChakraborty learned Hindi and Bengali
film songs,Rabindra sangeeindNazrul geetion the Hawaiian slide-guitar. In his twenties, he
began studying with Bhattacharya, making the sbithe Hindustani classical style of music.
This shift opened many new opportunities for Chb&rty’s career. In his opinion, the light
music scene, especially fBabindra sangeeindNazrul geetihad become stale and was

declining by the 1980s. While many Bengalis stilté the music, the way it was played on slide-
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guitar was so closely tethered to the vocal natatmat it left no room for innovation, much less
improvisation. This provoked the instrument’s mavwe other more exciting and flexible genres
like Hindustani classical music. Chakraborty aksiterated the influence of cassette tape
technology during the 1980s, which flooded the ratikith affordable copies of old music,
making new “facsimiles” unappealing since the oréds could be readily found at the same
price. International interest has also initiategl shift. According to Chakraborty, in Europe, the
Americas, and the South Pacific, interest in Indi@ssical music has been growing steadily,
enough to rival its patronage in India. Aware & tipportunities abroad, many slide-guitarists,
like Chakraborty, have pursued classical music eareer choic&®’

Somranjan and | spent some time playing songs tiffierent genres, discussing the
universal appeal of the Tagore sondpdi Tor Dak Shune,tommonly referred to d&kla
Cholo Re.”Playing a Conchord—brarahaturanguiwith six main strings and two froohikari,
Somranjan demonstrated the Tagore song, mixingesimge melodies and chords provided by
the open tuning in D major. The chords were remgms of the Hawaiian style and Chakraborty
used generous tremolo and long melismatic phrésaging aghazalsong, he explained the
music’s popularity in informal and non-classicatisgs. It resonates with romantic lyricism, and
since it is generally not based off of puagas, it allows the player to “break” the tonality
without audience protest. This led us to discuesrtiportance of setting for Indian music
performances. In Chakraborty's experience, mixiagsical and light music genres in a concert
setting is quite taboo, and one should ask peranigsi play light music in a classical setting,
and only at the end of a concéff

Wondering how cultural changes contributed to hiegvdlide-guitar has evolved,

Chakraborty referred back to Tao Moe in the 198@®n upper class Bengalis would come to
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see him and his daughter at Park Street bars ikakkalNot only was the slide-guitar suitable for
Bengali music, but the model ensemble presentéthbyMoe included women, displaying a
lack of gender segregation in performance cont®dstwveen the 1940s and 1970s the guitar
reigned as a light music instrument, but Chakraboffered an additional explanation for its
decline. He blamed the changing climate of homeickirgy. By the 1970s, television had
become widespread in India, replacing music inhiti®e and undermining the light music
genres common in informal settintfS.Less popular on guitar right now, many players
nevertheless keep playing light music, thus inarepthe competition for fewer performance
opportunities. Light music seems to thrive onlytie home and in dedicated institutional
programs.

Experiencing the criticism of the slide-guitar Iretclassical genre, Chakraborty
recounted a 2015 performance in Kolkata where aspaper critic wrote that he was completely
out of tune. Chakraborty spent all night listeniaghe recording of his performance, but could
find no observable tonal mistakes. He soon leathatthe critic had only arrived at the concert
during the final, orhala section. Rather than evaluating the actual mefitssoperformance,
Chakraborty believes he was targeted by the coaseevbias toward him and his instrument.
Elsewhere he’s heard claims that “you can’t plajidn classical music on Western instruments,”
yet other Western instruments, like the violin, haim, and harmonium have long been
integrated into Indian classical musfé.

Like Prakash Sontakke, Chakraborty believes thathnwonservative criticism is purely
visual. Preconceived ideas about how a traditionalassical instrument should look subjects
players with unadorned guitars to greater criticiior example, Chakraborty’s guru, Debashish

Bhattacharya, often performs with his other guitarsa stand behind him so the audience can
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see the instrument better. Since a slide-guitardiethe lap, however, it offers a poor profile,
making it difficult to project the visual aesthetito the audience. Visual aesthetics have also
changed in the past fifty years, becoming much retaborate and fancy, and ornamented
instruments are expensive. Chakraborty noted haWweiri 960s, most famous performers wore
very plainkurtas but nowadays many wear gold necklaces and faedding-stylesherwanis,
and spend lavishly to adorn their instruméfit&/oung players seem more like aspiring film
stars than humble exponents of an ancient tradigiod this bravado also translates into their
playing.

Today, fewer performances of Indian classical mhajgpen, and they're often not
allowed the timeframe to properly developga. Important sections get compressed and
players use speed to dazzle audiences rather tanasity of expression or tonal subtlety.
These musical developments mirror the flashy imagesmoted in performanc¥lambit(or
very slow tempo compositionggatsare increasingly rare and many of the other sesti@e the
jor andjhala are faster and shorter.

My encounter with Somranjan Chakraborty has begitfdt for his insights and generous
contacts. During the second Indian Internationat&surestival, he facilitated the light music
competition and led an ensemble of students ctlleduitar symphony, which headlined the
day’s events at Jadavpur University. While I've get secured a proper interview with his guru,
Debashish Bhattacharya, Chakraborty has represtérggtiarana Among other things, I've
learned much about the Bhattacharya School of Wsavdlusic, where | hope to attend courses

and learn more about the slide-guitar from Bhattagd himself.
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Koel Saha

A well-known classical and light music performed{ Saha is a senior disciple of
Debashish Bhattacharya. A leading exponent of hargslide-guitar playing style in Kolkata,
Saha has been a frequent performer around Northéia including the 2015 Indian
International Slide Guitar festival.

Having communicated with Saha by phone, | soomemtered her recordings while
studyingsitar with my guru, Debi Prasad Chatterjee. One of @njait’s disciples had
coordinated an ensemble performance of classicapositions featuring Koel Saha as the
representative slide-guitar performer. Currentlypkayped at Kolkata’s All-India Radio as the
resident slide-guitarist, Saha has become oneeafnibst prominent Kolkata-based women slide-
guitarists. At the 2015 Indian International Guifastival, she performedjagalbandi(duet)
with Somranjan Chakraborty, taking turns with hilaying cycles of improvisations. Aside from
our brief phone conversation and introduction atféstival, I've been unable to interview Saha

in more depth about Kolkata’s slide-guitar scene.

Dipon Sarkar

Perhaps the best classical slide-guitar playerainggadesh, Dipon Sarkar performs
primarily on thechaturanguj a slide-guitar model designed by Debashish Btladtga. Sarkar
began playing at a very young age in Dhaka andimas received several honors from the
Bangladeshi artist community, including the golddadefor the national guitar competition.
Today Sarkar is a popular special-grade artistasfdadesh Betar and an A-grade artist of
Bangladesh Television. His numerous accolades ¢mmnea lifetime of promoting slide-guitar

in both the classical and light music forms.
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Sarkar and | met at the 2015 Indian Internationsit® Festival and we reconnected at
the following year’s festival. Sarkar began studystide-guitar under the guidance of Samir
Chanda, a famous Hawaiian guitarist from the citigmnsingh. In 1996, Sarkar traveled from
Bangladesh to India where he studied with agingl&smguly. Since then he has become a
disciple of Debashish Bhattacharya, and has intedthe Bhattacharya style and instrument to
many players in Bangladesh.

Sarkar and | discussed some of the realities giqdeclassical music with a slide-guitar
in Bangladesh. Especially in cosmopolitan Dhakak&safound that public performances of
classical music and light music were well-receiveshecially as the light genres pay tribute to
important figures in Bengali history and culturari&r commented that music was not open to
everyone, and that there were conservative segméB@ngladesh’s Muslim society that
rejected music as a decadence. Because of thisewarare even less likely to perform in public
in Bangladesh than in India.

Despite conservative resistance to music in BargladSarkar finds the atmosphere to
very supportive, especially within the last tenrge&lis guru Bhattacharya remarked how he had
played huge concerts attended by thousands of @aogangladesh, all of whom paid to attend
the performance. In contrast to India, Bhattachapraplained that it was very difficult to get
local audiences to pay any money to support pedesii’ Sarkar reiterated this lack of
financial support in India, noting that he has bewre successful crafting a career for himself in

Bangladesh and only now is making headway in tdeamslide-guitar scene.
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Subhash Ghosh

Currently residing in Chandigarh, Punjab, Subhakbd@ is a slide-guitarist with a flair
for custom designed instruments. Ghosh grew upnmusical family, learningabla and vocal
music before turning to the slide-guitar in hislgabllege years when he became a fan of the
instrument forRabindra sangeeaind Hindi film music. He studied briefly with Sui@@anguly,
and more extensively with Ganguly’s senior discipl@ak Roy. Besides mastering the
Hawaiian-style Bengali repertoire, Ghosh began amimyg music, which eventually led to his
current position as composer for Bollywood filmgldahe Festival of India organization. In the
1970s, he first heard Brij Bhushan Kabra and dectdeswitch to a purely classical form of
playing, seeking out Barun Kumar Pal as a teacbigosh’s family wholeheartedly accepted his
choice to play the slide-guitar, especially becahsg were vocalists. He recounted listening
with his parents to Bade Gulam Ali Khan, Kartik Karrand many classical and Bollywood
singers, and then emulating their vocal flouristieshe guitar:®®

After college, Ghosh went to Delhi to meet theorgned classical playesarodmaestro
Ustad Amjad Ali Khan. From this he learned that gloi@lity of his instrument was a roadblock
against his full acceptance into the Hindustarssitlzal community. Inspired by his science
background, Ghosh began to systematically alteinsisument and technique, first emulating
thesarodstyle. This type of playing we identified sarod-baj or sarodstyle, a term meant to
distinguish the technique from vocal or other instent stylesSarod-bajis characterized by fast
picking on the main string, with sharp accents amgavy rhythmic emphasis. Despite changes
to his technique, Ghosh remained dissatisfied highnstrument, and thus sought a custom

design from Bhaba Sindhu BiswH8.

193 Subhash Ghosh, personal communication, 2014.
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Constructed by Biswas, Ghosh'’s first instrumersigle combined aspects of the guitar
andsarod but also included a lower bass string. He dulithedinstrument thearasbani veena
or white lotus, avoiding a self-identification withe instrumentGhosh’s decision came from a
place of humility, shunning any sort of deificationself-aggrandizement. He wanted the
audience to focus on the instrument itself, inggitim to adorn it with intricate carvings and
faux gemstones. Ghosh soon designed another, moneact slide-guitar instrument called the
swar-rangini Shaped more like a large mandolin, it was evesetlto the timbre of thearod
when augmented by electronics, which amplifiedidieeer end of the instrument. Visually, the
swar-ranginiboasts a curved headstock, artificial diamondstarek to four thousand
gemstones. When asked about his tendency to bedazahstruments, Ghosh claimed it
compensated for the slide-guitar’s lack of visyseal**® The instrument’s horizontal
placement on the lap makes it difficult for the immde to see. Ghosh wanted this instrument’s
look to match the mood, emphasizing romantic elémernth the gemstones, which attracts the
audience and helps distinguish his own playingsigie. While Ghosh seems uninterested in the
spotlight, his instrument surely attracts attentespecially when illuminated.

As a doctor and performer, Ghosh has balancetivbisareers without the financial
struggles experienced by many other slide-guitayqrs. Recognizing his own privilege, Ghosh
contributes pro-bono performances, collaboratinidp Wwospitals, human rights, and social justice
organizations. Performing all over India and theltie East, he’s raised funds for the poor, the
disabled, and most recently, for a cancer-resdaaitative. Ghosh has worked with many
ashrams, promoting meditation for a healthy lifessgnd founding his own personally-funded
institute, The Academy of Indian Classical Musid &ine Arts. This Institute teaches refugees,

lower-class, and lower-caste students, many of wbome from large urban slums. Many of his
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students have gone on to do popular music andicissusic on a variety of instrumerits.

Besides discussing his social work, Ghosh voic@gdesconcern for the future of music in
India. The typical, cultural way to succeed in theian music world has been to attach oneself
to a guru and follow in their footsteps. Nowadatyglents seem more interested in performing
short, catchy tunes, hoping to achieve overnigpufarity. This encourages performances with
shock value, which Ghosh sees as a huge cultublean, especially from genres of rock and
hip hop that feature “vulgarity"®’ He also lamented the government's sharp reduation
performing arts funding, which hasn’t slowed hinwah but affected many of his students and
other slide-guitarists. With dwindling audiencesndia, Ghosh understood why Zakir Hussain,
Ravi Shankar and Ali Akbar Khan all settled in @atnia.

The technical specifications on Ghosh’s instrunstand out. As a great fan of Amjad Ali
Khan’s playing, Ghosh modeled his slide-guitar pigyafter the sarodist. He tunes his
instrument S P S M and hekikari strings placed in the back, just liks@od Ghosh’s style
mixessarodideas with his own background in vocal music, t@sgiin his students learning
compositions generally ingayaki legato-heavy vocal style, with improvisationsinak
advantage of hisarodinspired techniques. To highlight his instrumeativantages, Ghosh has
composedjhazals bhajans film music, and fusion songs, even collaboratirity a Western
symphony. These musical contributions, along withslocial work, have drawn honors from all
over India and the Middle East. He’s also one efftist musicians to play Hindustani classical
music in Iran after almost forty years of Islamider'®®

Finally, Ghosh and | discussed wealth, morality seabgnition. He spoke about the

performing arts with idealism, claiming that onkreowledge of art forms comes with a moral
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imperative, to pass on the tradition and to eduttaise less fortunate. Besides his background
and wealth, | wondered what had been most impottahis slide-guitar career. He pointed to his
innovation: that is, the will to create new musiicidas that unite people and inspire more
creativity. Also, he credited his access to a smaéin who could take designs and create a high-
quality instrument. Ghosh has pursued an unusullqmnpared to other Indian slide-guitarists.
Rather than having a direct attachment to lineaglksaguru, Ghosh emphasized his connection
to the luthier, Bhaba Sindhu Biswas, remarkingefgthing returns back to Bhaba Sindhu ji,

without him, none of us would be where we are tdd&y

Rhitom Sarkar

Growing up in North Kolkata, Rhitom Sarkar begamndying slide-guitar at nine years

old. Playing cricket in the alleyways next to hile’s house, he'd hear the sound of slide-guitar
emanating from a neighbor’s house. It was the hohigebashish Bhattacharya, who became
Sarkar’s first guru, teaching him for ten years.
Before that, he was most influenced toward
music by his aunt, Aroti Bhose, who still sings
and plays various genres of light music on the
slide-guitar. Later in his music career, Sarkar
studied vocal music with Niyati Sarkar in the

Vishnupur style, while also exploring the world

Rhitom Sarkar and the author, Kolkata 2015.
Photo reproduced with permission from Rhitom Sarkar.

of Bengali folk music. Sarkar further advancec

his studies with Shyamol Chatterjee, a student ofiddnmed Dabir Khan, who is one of the last
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descendants of the mythical Mia Tansen. With Chatte Sarkar has placed an extra emphasis
on the applied and theoretical knowledge of mangnagas andtalas Sarkar now has an active
performance career internationally and teachesstsdf both Indian and Western guitar styles
in Kolkata?®

As my primary slide-guitar instructor during my IKata fieldwork, Sarkar and | spent a
great deal of time together. Although Sarkar haseds of Indian students, most of them have
chosen to study Western guitar music. In fact, mbSarkar’s slide-guitar students are
foreigners, many of whom he recruits from the ng&bnchord workshop. An associate of
Bhaba Sindhu Biswas for years, Sarkar orders boté and Spanish guitars from Conchord for
his students. This alliance has been lucrativeatadat controversial for Sarkar. The rift between
Biswas and his former guru, Bhattacharya, has bedmvard for Sarkar, who interacts very little
with Bhattacharya, even though Sarkar championgeblique. Grateful for Bhattacharya'’s
positive and undeniable influence on his playingl #or “teaching him how to hold the bar at
the tender age of nine-years ofd"Sarkar and many other Kolkata-based slide-guitaviere
nevertheless not invited to either Indian Intemradil Guitar Festival. For this, he and some
others harbor some bitterness about not beingtabbpresent their passion in such monumental
events for the Indian slide-guitar community.

For his career path, Sarkar has often taken trebless traveled. He completed a
technical degree and put aside his guitar for ayears to acquire financial stability. He worked
for two years in the furniture and woodworking mesis, but then left the job, at great risk, to
return to his music. Now that he has a family,fhiktime return to music allows him to be at
home and work more closely within his own commurfggrkar has successfully pursued

numerous performance opportunities in Europe aedJthited States, while also upgrading his
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All-India Radio status to A grade, which is a cadetjualification that helps in all aspects of
promotion. These accomplishments bode well for &aak a future slide-guitar heavyweight.
His youth, dedication, expertise, and unique trggmnake him an appealing performer,
especially for audiences interested in advancel@gjuitar techniques and rasgas and
talas?%?

Sarkar’s expertise was indispensable for helpingleségn an instrument at the
Conchord workshop. We tested different string agunations, discussing the merits of each
style. In the end, | settled on a hybrid betweeamtlbhan veenandchaturanguj that is, with the
four main strings of the former and the frahikari of the latter. Sarkar also helped me develop
my technique and taught me key exercises and catigmss The contacts he supplied, including
his introduction to Probir Kumar De, helped me inaswably to better understand the light
music world of Bengali music.

One of the most virtuosic players on the sceneytdslarkar matches Bhattacharya’s
speed but also adds creative new strumming techsj@xtensive vocal training, and rare or
uncommon musical forms from the classical traditidis album Serenity(2014), tops my
playlist for slide-guitar music, featuring perforne@s inrags madhukaungshindoli, dhulia
malhaar, rohini bihag kaushik bhairayandsamant sarangall of which | had never before
encountered. Many of thesggas are unique mixtures of other standards, made eoza
complex by their performance in uncommntafa cycles includingmatta taal(9 beats)chartaal
ka sawari(15 beats), andeepchand{14 beats). Influenced by Shyamol Chakraborty, &ark
acquired not only these rare musical forms anctstras, but also the confidence to perform
them.

Confidence is difficult to develop for all slide4itar musicians, and like other players,
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Sarkar has experienced his share of criticism. Rtarearly 1990s through the 2000s, he
encountered frequent resistance, especially in etitigms where judges wanted to ban slide-
guitars as inappropriate, Western instruments. Wais exacerbated by the poor range
characterizing early guitar models. Brij Bhusharbk&es original instrument, for example, was
criticized for lacking bass and being too brighthe treble range. The slide-guitar had to change
form to be accepted, like so many others, Sarlatity Biswas’ research and experiments with
form and wood, for allowing the slide-guitar instrent to compete on an equal le$¥IDuring

the slide-guitar’s early development, techniques inat been extensively developed, which
made it impossible to perform certain parts of Histdni classical music, such as fastn

patterns.

Even very recently in the 2010s, Sarkar asked timpea the certification test to be an
empaneled artist at the Indian Council of CultiRalations (1.C.C.R.). When they learned
Sarkar was playing a Hindustani slide-guitar, theges scoffed at him, rejecting slide-guitar as a
viable instrument. According to Sarkar, the judgel s“the guitar is not an Indian instrument, |
have been here for ten years and my husband payguitar, if we haven't empaneled him, why
would we empanel you? In response, Sarkar asked to see the list of et@dmartists.

Pointing out many violinists on the list, he askéthw come you have empaneled the violin if
you cannot empanel the guitar? It is also a Weststrument.?® The judge claimed these were
Hindustani classical performers, implying that Sarkould only play Western, popular or light
music on his instrument. Emphasizing his classreahing and hearing no legitimate basis for
his disqualification, Sarkar asked to perform befitre judges. After playing, Sarkar easily

acquired I.C.C.R. status, which helps immeasuretb$ecuring shows in the Kolkata music
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community?°®

Despite the challenges facing new students of gjid&r in the twenty first century,
Sarkar remains optimistic about the slide-guitat&ce in the Indian classical music community,
noting its increasing acceptance and its countdewecognition as an instrument capable of

producing top qualityaga music.

Anup Das Gupta

A senior slide-guitar performer from Kolkata, AnDps Gupta and | met through
contacts at Rabindra Bharati University. Guptauim, first introduced me to Bhaba Sindhu
Biswas at the Conchord factory. For many years,t&bps taught in the community and is one
of the primary instructors affiliated with the Ratira Bharati music conservatory, offering
lessons in both light and classical music. In s@Messons together, he first introduced me to
slide-guitar basics and some of his own speciattynpositions in new rhythmic cycles that
incorporate fractions (see Appendix A).

Since | met Gupta early on in my research, wherBerygali language skills were just
beginning to develop, our interactions were at fitgllenging because of his speedy delivery
and because he did not speak English. But we siyged a close relationship that opened doors
to crucial aspects of this research project. Oreakly basis at his residence close to Parnashree
Pally in southwest Kolkata, we discussed his ovatany and the performance characteristics
that make the slide-guitar a unique Indian instmmé&upta began his career playing light

music, specificall\Rabindrasangeetind film music, for which he was a prominent Kaéka
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performing artist beginning in the 19684 His father, Gopal Das Gupta, was a famous
composer and producer for All-India radio, so atarly age he was exposed to a diverse range
of music. Although his father considered light nouesn “uneducated” style, Anup Das Gupta
went on to achieve a high B grade from All-IndiadRa(a national grading system that benefits
performers of various genres) for light music parfance, and transitioned to the classical genre
only after acquiring a suitable slide-guitar ingtent from Bhaba Sindhu Biswas. Brij Bhushan
Kabra was an early inspiration for switching genoesning to Gupta’s attention and pushing
him toward classical performance in 1969. At thaihp Gupta was a music student in
Santiniketan’s performing arts programs, wheretbeped himself in the Hindustani classical
tradition, including vocal and instrumental musioder the tutelage of Ranadeep Ray, a well-
knownesrajplayer (a bowed instrument with curved frets). Gugdso studied with other great
performers, including slide-guitarist Barun Kumat,Rviolinist V.G. Jogsitarist Debu
Chaudhari, and finallgitarist Soumitra Lahiri, who is also an accomplishédesbuitarist®®
Testing several times, now for classical musichwil-India Radio, Gupta initially
received a high B grade, and then an A grade faftdrering his studies. Gupta claims that while
the grading system looks for mastery of traditidioais, it is also subject to personal politics
and prejudicial opinions. Performers coming frolight music background don’t often do very
well in these rating systems due to preconceivebm® about their provincial or lower-class
musical backgrounds. As Gupta explained, the goasiyystem is crucial since for the most
widely consumed music, such as on the radio ovigtn, one must achieve top grades to get
performance contract8® While the system has prevailed for many years t&hglieves it still

suffers from having conservative graders insisp@serving the tradition as they see it. He’s
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also concerned about the testing fees, which erghlayers from lower-income backgrounds,
and privileges wealthy players who can repeatesflytheir skills. The worgandit, according to
Gupta, no longer denotes a great teacher, butardis position on the national grading scale. In
protest against an inferior grading system, Guijtéal ¢hesitarist Vilayat Khan, who famously
rejected numerous awards and boycotted All-Indidi&Reor some timé=°

Describing his performance approach, Gupta claithatdwhen playingaga music, he
focuses on the appropriate imagecbobi For example, when performimgag marwa he
conjures images of loss, sadness, and solemn cplatigon in order to fully feel the character of
therag. He produced a list of common associations: dagtaf colors, images and moods that
guide his improvisations. Materially, Gupta’s shgeitar is rather unique because it has both
front and baclchikari strings, giving him options according to his m@odl what part of a
performance he is playing. During takap andjor sections he uses the batkkari because it is
has a denser tonal color by virtue of being thteags tuned t®a, sa andni. Then during the
gatandjhala sections, which are rhythmic and considerably fabki uses the fromhikari
because of the proximity of these strings to higwns#ing, which allows for rapid strumming
patterns. In technical terms, he playsjthre (chi dha dha dhpwhere thechirepresents the
chikari played with the thumb and tldkarepresents the main string played with the indévenr
he plays thghala: (dha chi chi chi where thedhais played with the thumb and tohikari is
played with the index. These alternating techniqpeserve motion so the highest speeds can be
attained™™!

Gupta’s position in Kolkata's world of musicianssaadso quite clear. His long
relationships with Bhaba Sindhu Biswas and Rabiidhatari University were key factors in

helping me establish research connections. As limagcted into the local slide-guitar
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community as a guest researcher with Gupta’s lligssi found my inquiries coalescing into a
real research subject that circumvented the monedia and inaccessible slide-guitarists, and

offered an ethnographic perspective that has rdigen explored.

Clearly these biographical vignettes don't covépathe influential players in the Indian
slide-guitar scene. A number of other artists ¢iatted with or had discussions about deserve
mention, including Satish Khanwalkar, Amano ManBhadip Nag, Pratish Sinha, Neel Ranjan
Mukherjee, Ajay Jha, Neeta Singha, Gyanendra BSatmita Kabir Asha, Debashish
Karmakar, Joyento Haldar, Dipanjan BhattacharysamBharati, and more. Interviews have
been central to my ethnographic fieldwork as theyehprovided a much broader understanding
of the social and political aspects of the slidgaglcommunity. The challenges to the current
generation of players discussed here include laakstitutional support and programs, the lack
of standardization of the instrument and namingassresistance from conservatives who still
see the guitar as incapable of performing classimtedic, and the rift in the community over
intellectual property of instrument designs. Bey@nalviding direct information for this
dissertation, my interviewees generously connegtedo new sources scholarship, opportunities
to see performances of slide-guitar, and cruciallgpnnection to the instrument maker Bhaba
Sindhu Biswas. | hope these small biographicalieesido justice to the legacies of my

informants and look forward to continuing collaboye, both in scholarship and music.
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Glossary of Terms

Adhunik Gaan / Adhunik Garaterm for modern song in Bengali and Hindi resipett.
Alap - introductory and un-metered part of a performasfdadian classical music.
Anandi— model of slide-guitar developed by Debashish Blcatarya.

Ang- term for a style or feeling of playing, with inginents or ragas, esitar ang
Anthara— second part of a Hindustani classical composttian touches upper octave Sa.
Arohan- ascending intervals inraga.

Asthai— first part of a Hindustani classical composition

Arti — Hindu fire ritual.

Atul Prasadi- Bengali folk music genre.

Avarohan- descending intervals inraga.

Baj - term for a style or feeling of playing, with inginents or ragas, egarod baj
Bande Mataram/Vande MataramNational song of India composed in 1881.
Bedam- term describing @ihai with no pauses between phrases.

Bharata Janata Parisha(BJP) — political party representing Hindu majarign politics.

Bistar— melodic improvisation, often moving in an outsghc with rhythmic accompaniment.

Carnatic music — South Indian classical music genre

Chalan- typical melodic phrases of any particulaga, how it “goes.”
Chaturangui- model of slide-guitar developed by Debashish Blthtarya.
Chhayalog- araga derived from two differentagasjoined together.
Chaura Rasta — a main thoroughfare in the Old @i of Jaipur.

Chitraveena- an ancient Indian string instrument played witlide implement.

Dijendra Geeti a genre of Bengali folk music.

Devanagari- script used in Sanskrit and Hindi.

Diya — small wax candles usually with a clay basin.

Dha-ra-dha-ra— four note alternating strumming pattePhais downstrokera is upstroke.

Drut — term for fast tempo.

Gamaka- an adornment characterized by quick movementgdaet two pitches.
Gandharvi- model of slide-guitar developed by Debashish Biudiarya.

Gassit— an adornment that slides the pitch between tvtesno
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Gharana- a term for a school or style of playing in Inddassical music.

Ghazal- a light music genre with poetic form and romattiemes.

Geet / Geeti- a term for song.

Gottuvadhyam an ancient Indian string instrument performeth\aislide implement.
Guru-Shishya Parampara student-teacher tradition, oral transmissionfacd-to-face learning

Hakka— a term for first generation Chinese
Hansa veena model of slide-guitar developed by Barun Kumdr Pa
Hindustani music — the genre of classical musiNafhern India.

Jabba— plectrum for thesarod
Janya —aragathat is derived purely from a single tonal identitgt a mixture.
Jhala— the concluding section of a classical performaaiaevery fast tempo.

Jor - the second section of a classical performanceyvthe melody player improvises alone

Khyal - a structure of Hindustani performance vétap, jod, andjhala.

Kurta— a men’s traditional attire.

Krintan — an adornment equivalent to a hammer-on or plithoktring instruments.
Karaj — the bass string on a string instrument.

Kali Yug— the mythological end times from Hinduism

Loghu Sangeet the term describing light music genres in Indiaursic.
Lok Sangeet the term from folk music in Bengali.

Madhyalaya— medium tempo.

Mahabharata— one of the great epics from South Asian liteeatur

Malhaar— araga and group ofagasmost appropriate for the rainy season.
Manchurian— a sauce in Indian Chinese cuisine.

Manja— a composed section ofjatthat reaches into lower octaves.

Massitkhani- a style of compositiorgét) that has a fixed rhythmic pattern.

Mia Tansen — the historical godfather of Hindustdassical music.

Meend- a term for any adornment of a pitch, but alsalusaefer to bending a note.
Misrab— the plectrum worn on the index finger &itar playing.

Mohan Veena a model of slide-guitar developed by Vishwa MoBéuatt.

Murkhi — an quick flittering adornment meant to resemlile twitters.
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Nagara— a pair of kettle drums found in regal processions
Nataraja— the form of the Hindu god Shiva in cosmic dance.
Natyasastra- an ancient text on music attributed to the saumr&a.
Nautches- dances.

Nazrul geeti- the genre of music composed by Kazi Nazrul Islam.

Nirguna— formless, a term associated with a type of theism

Pakad- the most characteristic phrase ohga.
Pranam- to praise and show respect by touching of the fee
Pushpaka Vimana the mythological flying chariot from tHiRamayana.

Ohm- the syllable associated with the creation ofuthigerse.

Rabindra sangeet the genre of music composed by Rabindranath €gor

Raga— tonal color made of ascending and descendings ioi@n octave, each with unique flavor.
Ramayana- a Hindu epic that centers on the story of LorchRan avatar of Krishna.
Recordwala— the one who sells recordgalais a suffix added to things to denote connection.
Rig Veda- the earliest text from the Vedic tradition.

Riyaz— a term for focused practice of music.

Rudra Veena a rare string instrument capable of reachingesohthe lowest octaves.

Rupaktaal a rhythm composed of seven beats, grouped 3+2+2.

Saraswati — the Hindu goddess of wisdom, musidesnthing.

Saraswani Veena a model of slide-guitar developed by Subhash Ghos

Saris— women'’s formal wear in India.

Sarod- a lute-shaped string instrument adapted intdtihdustani music tradition.
Sam- the first note of the rhythmic cycle.

Samvadi- the important note in the upper part of the cetavany particularaga
Sama Veda an ancient text that has some of the earliestuaats of music theory.
Sati— the ritual act of self-immolation done by womantbeir husband’s funeral pyre.
Satvik Veena a model of slide-guitar developed by Salil Bhatt.

Senia-Maihar the school and style of music created by Allakdiian and his disciples.
Siddha Veena a model of slide-guitar developed by Siddharthadsjee.

Sitar— one of the most well-known string instrumentsrirthe Hindustani tradition.
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Sherwani- a fancy formal wear often seen at weddings.
Shiva — One of the main Hindu deities whose worsip are calle@haivites

Swarlin— an experimental violin model with extra sympaithstrings.

Tabla— a pair of finger drums that typically accompamgtruments in Hindustani music.
Taiyari— a style of playing characterized by fast rhythpatterns.

Tala— the rhythmic aspect of Indian music.

Talim— a term for direct knowledge passed from teaahstudent.

Tans— rhythmic runs of improvised melodic notes thatine to a main composition.
Tar — the word for string and star.

Tarab— sympathetic strings.

That— a system of categorizimggasdeveloped by V.N. Bhatkande.

Tihai — an ending music idea that repeats a phrasetihtee before landing on ttsam.
Upaj — a term attached tihai where the phrases are not evenly spaced.

Veena- the prototypical string instrument in South Asrausic genres.
Vichitra Veena- an ancient string instrument played with a siidplement.
Vlambit— a very slow rhythmic tempo.

Vadi— the important note in the lower part of the oetavany particularaga.

Important Historical Dates in South Asia

1990 Indian Economic liberalization plan

1980’s Emergency suspension of Indian constitution

1971 East Pakistan/Bangladesh Independence

1947 Indian independence

1947 Partition of India and East and West Pakistan

1930’s (early) Arrival of Hawaiian slide-guitar kmlkata, West Bengal
1906 British attempted patrtition of Bengal

1857 £' War of Independence/Mutiny

1757 British Colonial settlement of Calcutta, Battf Plassey



