IMR South Asia Music and Dance Forum, 2 June 2011: Technology and fusion in South Asian performing arts


12.00-1.30 Panel 1, Senate House, Court room, Chair: Anna Morcom
1. Avanthi Meduri, Dance Department, University of Roehampton, ‘Fusion/Hybridity in Contemporary Dance production in the UK’ 

This paper will explore issues around fusion and hybridity in contemporary Indian dance production in the UK and focus specifically on the choreographic and education work of Shobana Jeyasingh, acclaimed British South Asian dance choreographer.  I will discuss Jeyasingh's opus by contexualizing her work within the context of British multiculturalism as it was articulated in the late 1980s. Specifically, I will describe how she contemporized the classical vocabulary of Bharatanatyam, and self-consciously integrated this ancient form into British multicultural arts initiatives of the 1990s, continuing into the present. Dancers have argued that Jeyasingh created fusion work, but the author describes her own work within the larger historical framework of dance migration, postcoloniality and hybridity. What is the difference then between hybridity and fusion? The paper will explore these two issues and do this by examining two major works, Bruise Blood and Faultline, created in 2000.
 

1. Viram Jasani, Director, Asian Music Circuit, ‘Fuse and destroy?’ 

In this presentation I reflect on the possibilities and limitations of fusion and Indian classical music in a wide range of musical contexts. 
 
Having been brought up with Indian classical music from early childhood, I have performed extensively as a sitarist in India and Europe and have also taken part in numerous fusion projects involving Indian classical music as a performer and a producer. These have included Rock and Jazz fusion in some of its earliest manifestations - for example with Jimmy Page, Led Zepellin, Stan Tracy, Mike Garrett and George Martin. I have commissioned works with the composer Michael Nyman and the Indian musicians Rajan and Sajan Misra and U. Srinivas, and also various ‘world music’ fusions such as ‘Les Dangerueses’ involving Indian thumri - Malian griots and UK Jazz; ‘Desert music’ with Rajasthani folk music and Afel Bochum from  Niafunke-Mali; and a Flamenco fusion project with Paco Pena and Nishat Khan. 
 
Reflecting on this experience, I question whether fusion projects can produce a depth of expression that can compare with that of their constituent traditions; I question also whether they can be anything more than transitory and temporary phenomena, unable to gain a status, identity or presence that can make them equal to or even more than the sum of their parts which have emerged and evolved over many years. I also reflect on different modes of learning and different mindsets relating to the place of the individual in Indian classical music as opposed to western traditions, and how this affects the success of fusion projects.   
 
 

1. Francis Silkstone, Centre for Contemporary Music, Goldsmiths, University of London, ‘Co-composing with Indian maestroes: Methodology and creativity’ 

Pandits Rajan and Sajan Misra are amongst India’s greatest middle-generation khyal singers. Improvisation is the essence of their art.  There is no constraint upon khyal singers’ spontaneity, because they are accompanied only by a drone and tabla (drum).  A key problem in creating our intercultural music, is that replacing these traditional accompanists by a Western new-music ensemble greatly reduces singers’ freedom to improvise.  Unless there is an equally significant gain to compensate for this loss, the music will be diminished.  
 
After summarising issues and progress from our collaborations in 2008 & 2009, I will focus on methods and processes from our latest work in June-Aug. 2010:
We are collaborating to discover a new Raag Magdalena, developed outside Hindustani theoretical systems.  It uses minor/major 3rds as chromatic co-equals: S g G m P… m G g r S (C Eb E F# G… F# E Eb Db C).  I began working on this in Dec.2008, and since June 2009 have been collaborating with Rajan-Sajanji in discovering increasingly focussed raga-forms: ascending-descending, arohi-avarohi; quintessential phrases, pakar etc.
In order to spend many months developing modal melodic/harmonic languages that I can rapidly adapt with Rajanji, I compose self-contained works for Western ensembles that are also studies towards music I subsequently co-compose with Rajanji, e.g. From Whom He Cast Out Seven Demons: A Concerto for Clarinettist and String Quartet (2010).
I recorded two such studies for Baroque string quartet, lead by Simon Standage.  Then I worked with Rajan-Sajanji improvising with and overdubbing those recordings.
In such music for Western ensemble, without drones, the harmonic progressions result from modal (raga) polyphony.  So Rajan-Sajanji have some freedom to improvise but only in unfamiliar ways.  Thus, though their freedom to improvise is diminished, their improvisations are transformed by processes new to Hindustani music.
We are continually developing deepening trust and understanding. Initially, Rajanji would tell me only later what he had not liked (Indian culture): 12 months later 2008; by 2009 3 days later; but immediately in 2010. We can now compose melodies together, modifying each other’s ideas in singing ‘debates’.
 
I will conclude by outlining our plans for further collaborations in 2011-12, in which we are exploring synergies & contrasts between Christian & Hindu myths of erotic/divine love; St. Mary Magdalen/Jesus; Radha/Krishna.
 
My ongoing collaboration with Pdts. Rajan and Sajan Mishra, since August 2007, is the core of my 5-year AHRC Creative Fellowship - Intercultural Composition: Arranging Marriages Between Western and South Asian Art-Music (2007-2012).  My approaches build upon my study of Hindustani music since 1974, my work as composer of intercultural Indian/Western music since 1983, and my work as a consultant on projects ranging from Attenborough’s Gandhi (1982) to Ensemble Modern’s Rasalila (2003/2005).

1.30-2.30 speakers/chairs lunch

2.30-4.00 Panel 2, Senate House, Court room, Chair: Katherine Schofield
1. Dr Shihan de Silva, Institute of Commonwealth Studies, University of London, ‘Kaffrinha: Music, Song and Dance of Sri Lanka’ 

Scholarship tends to overlook the cultural flows emanating from the global expansion of trade.  Merchants, missionaries, mariners, mercenaries and colonization have been the focus of research.  The intangible heritage resulting from colonial encounters is given little attention.  A form of music, song and dance in Sri Lanka called Kaffrinha, associated with the Portuguese era (1505-1658), is an example. Oral traditions, inevitably, change over time and space and Kaffrinha has evolved over the centuries.   Late nineteenth century/early twentieth century records are a useful source to study this change. Amongst the descendants of the Portuguese (Portuguese Burghers) Kaffrinha is considered to be part of their Lusitanian heritage; they are an essential part of their traditions and customary practices.  On the other hand, the word Kaffrinha is associated with Africans who came to the island during the colonial era.  Moreover, as the incoming Africans became speakers of Indo-Portuguese, a creolised Portuguese which was the lingua franca of the day, they were ascribed a Portuguese identity. The entangled histories of Africans, Europeans and Asians complicates the analysis of Kaffrinha and offers a challenge to scholars.
 

1. Jeanne Miramon-Bonhoure, PhD candidate, Sorbonne University, ‘The Western touch: “Keep it classical based but make it sound more attractive” - fusion bands in New Delhi today’ 

This paper will examine the fusion band phenomenon among young musicians in New Delhi through the presentation of two popular contemporary bands in the Indian Capital: Advaita and Shwaas. 
 
Coming from a classical background, and performing also as classical artists, leaders of these bands explore in their own terms ‘new ways to communicate their musical heritage to the young generation’. Classical bandiś with a guitar and drums accompaniment, traditional kurta with jeans and a virtuoso sarangi solo are some of the basic ingredients to stay traditional but ‘in’. Looking at the way they make music from studio to stage, I will explore the aesthetic of this fairly new genre through the analyses of live performances. I will try to understand what is at stake for these musicians engaged in fusion music nowadays and how features such as the choice of instrument, the setting on stage, the dress codes and the composition process reveal a complex social mechanism.
 

1. Nicolas Magriel, SOAS, ‘1966, 1967, Psychedelia, and growing (sideways) into Indian music’ 
For many Westerners of my generation involved with Indian music, especially in the United States, first exposure came in 1966 or 1967, roughly concurrent with a flood of easily-available LSD and other psychedelic drugs and an explosion in their use—which sparked a widespread interest in Eastern mysticism.  This presentation will address the linking of Indian music with psychedelia and mysticism in the film Chappaqua, in the Beatles’ and Rolling Stones’ pioneering masterpieces of fusion music,  and in my own life, and give a glimpse of other early uses of Indian instruments in pop.

4.00-4.30 finishing up and tea


5.00-6.00  School of Oriental and African Studies, Room G2, Chair: Richard Widdess
Gert-Mathias Wegner, Freie Universität Berlin and Kathmandu University, ‘Musica l change in Bhaktapur, Nepal’

