Laszlo Hortobagyi (Hortator):

Sitar Ang
(1982-2013)

The Sitar Ang cover image is based on the cover of the first Sitar lecture book of el-
Hortobagyi, published by Sangeet Karyalaya in 1949.

The small book was written by Krishna Rao Shankar Pandit (1893-1989)
https://en.wikipedia.org/wiki/Krishnarao_Shankar Pandit#Biography

and which, of course, could only be used with the knowledge of a few specific
'secrets' of sitar technique that could only be learned through practical instruction.
Despite northern India's population of hundreds of millions and its centuries-old
classical music culture, Hindusthan's ONLY classical music publisher was the
Sangeet Karyalaya of Hathras, founded by Prabhulal Garg (Kaka Hathrasi) in 1935
and publishing the long-established Sangeet magazine.

Lakshminarayan Garg, Kaka’s son and the chief editor of the magazine, (passed
away at age 88.) and the leader of Sangeet Karyalaya, known as Garg and Co. in its
early life, has done more than just publish Sangeet.

Next door was the KCCCO instrument manufacture.(Temple Road). My first sitar
was made there and in the sixties I managed to order all the issues and books of the
Sangeet periodicals that were published up to that time (and later too).

The following extract illustrates the spirit of Sangeet:

In 1937, ‘Sangeet Bhushan’ Lakshmiprasad Mishra wrote of his chance encounter in
Varanasi (Benares) with Vishnu Digambar Paluskar, the grand old man of
Hindusthani music tradition.

On why raga-s no longer work miracles as legends claims, V.D. Paluskar harrumphs
about making money out of music:

" in an epoch when music is no longer a purely spiritual pursuit, what hope is there of
it wresting a miracle? " - he retorts.

More on:

https://scroll.in/magazine/1008254/after-an-unbroken-run-of-87-years-indias-oldest-
classical-music-magazine-is-facing-a-bleak-future

*

Here reable an extremely symplified outline of the history of the traditional practice
of the sitar instrument. Two historical trends (bdj) , the Gayaki and the Tantrakari,
can be highlighted to depict the musical background of the Sitar Ang on this two
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CDs.

In contrast to Western classical music practice, where the participating musical
heroes neutralise and robotise as much of their individual personalities as possible in
order to achieve harmony, in Indian society, which appears homogeneous, musical
styles can be described in terms of the musical schools and trends founded by great
personalities, and yet this is how they have become a unified musical vernacular on a
continental scale, transcending caste boundaries.

It 1s therefore necessary, for example, to present the certain instrumental musical
movements through their outstanding representatives.

The Indian continental network of guru-shishya-shagird elite (inbreeding) relations
of representatives without caste preferences is similar to the network of European
ruling families covering the whole of Europe in the 19th century.

Gayaki Ang and the Merukhand system
The Progenitor:
Ustad Amir Ali Khan (1912-1974) was born at Akole (Maharashtra), and brought up
in Indore, where his father, Shahmir Khan served the princely court as a sarangi
player. Young Amir Ali began his training in vocalism and the sarangi at an early
age.
For young Amir Ali's training, his father once sought the documentation of the
merukhand discipline from a colleague at the Indore court, Ustad Nasiruddin Dagar.
The Ustad refused on the grounds that such knowledge was not available to “the son
of a mere sarangi player”. The remark stung Shahmir Khan, and he developed his
own method for training Amir Ali in the merukhand system.
The merukhand discipline (meru = mountain, khand = fragment) is a logically
sequenced compendium of all the 5040 (7 x 6 x 5 x 4 x 3 x 2 x 1) melodic patterns
that can be generated from seven notes. The patterns are sequenced according to a
particular logic, and required to be practiced endlessly until they get “programmed”
into the ideation process of the musician. The mastery of these patterns also,
obviously, developed the musician’s technical ability to execute the most complicated
melodic passages. When performing a raga, the musician chooses the patterns
compatible with raga grammar for exploring the melodic personality of the raga.
(Dipak Raja)
Performances in the Indore gharand are noted by the style of Abdul Wahid Khan, and
the tana-s reminiscent of Rajab Ali Khan. The merukhand structure is similar to that
practiced by Aman Ali Khan of the Bhendibazar. The khyal gayaki in the Indore
gharana retains the slow development and restraint from frills as in the dhrapad
Amir Khan's music was an introverted, dignified 'darbar’ style.



The Indore Gharana's ramifications

01= Indore Binkari Baj

Bande Ali Khan Indore Binkar (1830 - 1896) was the son of Ghulam Zakir Khan of
the Saharanpur, contemporary of Sadiq Ali Khan of Jaipur (1893 -1964) . His sister
was married to Behram Khan Dagar.

His disciple was Abdul Wahid Khan of Kirana.

02= Mewadti Gharana

Ghagge Nazir Khan and Wahid Khan are regarded as fountainheads of the Mewati
gharana.They were descendants of the Qawwal Bacchon gharand.

Rais Khan (1939 - 2017) belonged to the Mewati gharana (classical music lineage)
which is connected to Indore gharand and the "binkar baj gayaki ang" combined
with ridra vina approaches carried out by Rais Khan's father Mohammed Khan, a
ridra vina player and a sitar-is. Belonging to the Mewati gharana which goes back
to the Mughal period, it produced famous singers Hassu Khan (died 1859) and
Haddu Khan (died 1875) from the school of Bdde Inayat Hussain Khan (1837-
1923)" (He was the first person who introduce bol-bant technic in Khyal Gayaki.

03 = Etawah Gayaki Ang

Sarojan Singh of this gharana was an invited singer of Mughal darbar in Delhi. His
son Turab Khan (previously known as Baddu Singh) and grand-son Sahabdad Khan
(previously known as Saheb Singh) were also shagird of Nirmal Shah Binkar of
Senia, Sahabdad Khan was brother in law of great vocalist Ustad Haddu Khan of
Gwalior gharana and also learnt vocal music from him. He applied his music on
vocal music and sarangi. Afterwards he started to play sitGr and he was the inventor
of the instrument surbahar.

He lived in Etawah, near Agra (hence the name of his gharana as Etawah) where he
was a musician in Naugaon Darbar. He had two sons, the elder Imdad Khan (1858-
1920) and the younger Karimdad Khan.

Imdad Khan lineage: Enayat Khan (1894-1938), Vilayat Khan (1927-2004) and their
family: Wahid Khan (?), and disciples : Shahid Parvez (1954-), Budhaditya Mukherjt
(1955),etc.

Senia - Maihar Gharana

The musicians belonging to the gharand follow the strictest performance of the basic
alap-jhor-jhalla parts of a traditional dhripad rdga. These movements are always
performed without rhythm accompaniment. During the performance of the jhor,
tempo changes are used to separate the movements and a short rhythmic figure marks



the end of the section, so the rhythmic figures within the jhor have structural
significance. This phrase-closing motif also appears in all non-Senid jhor
performances. Sometimes, the basic jhor movements are usually followed by a khyal
style vilambit gat with tana improvisations, and the performance concludes with a
jhalla structure performed in a tala period.

From the mid-1930s in Maihar (U. P), the emergence of a special style of music -
Binkari Baj - represented by Ustad Allauddin Khan and within India at that time,
which, although it has its source in the Mughal court music of the 14o00s, Senia
gharand, represents a so kind abstract small instrumental style within the inherently
vocal Indian musical ocean, not at all characteristic of the music of the great
Hindusthani past.

The style is thus characterised by a code system of (matrix) sets derived from
centuries of standardisation of rhythmic-mathematical constructions - more easily
monkeyed with by white men -, by the poverty of melodic variations and their modal
polyrhythms, and by the cool - sometimes bleak in the performances of successors -
distance from the human-ecstatic factor of singability.

In contrast with the merukhandi concept, where the elaborate (aroha-avaroha)
pyramidal matrix constructions of separate raga scales and the improvisational tana-
sargam-bol-bant sets of associations that have become blood concentrate on the most
characteristic character (rasa) that follows from the sound sequence of the respective
raga-s, untill then the Senid-Maihar system superimposes the hundreds of the
accumulated and rehearsed rhythmic patterns upon the rdga sound sequences.

Abdul Wahid Khan practiced Todi and Darbari day in and day out. When asked why
he limited himself to only two raga-s, his response was that he would have dropped
the second one also if morning time could last forever. One lifetime, according to
him, was not enough to do justice to any raga. He was forced to change from 7odr to
something else only because of the setting sun and the gathering darkness.
The Senia gharana dates back to the golden age of Akbar Emperor Mughal court
music, when the first instrumental compositions would try to reproduce multitude of
vocal pieces of that time, on their instruments (ridra-bin, surshringar, sarod,
rebab,etc.).

This is how classical music, originally sung like an instrument, appears as an
unsingable abstract instrumental style in the sea of medieval Hindusthdni vocal
music.

The best known representative of Senia gharana is Pt.Ravi Shankar (1920-2012), this
1s how the 'white man's last encounter with North Indian music came about, when
from the second half of the 1950s onwards, this minority, albeit genius trend of
Indian music, was identified from John Cage to Yehudi Menuhin to the Beatles as
the whole Indian music culture in the West.



Nowadays:

Amazing homogeneity, all incoming pigment-rich trends are quickly reduced to the
jazzoid-Gershwinian soundscape of the major-minor system, including most of the
repetitive (minimal) school. The self-serving onanism of jazz, which leads nowhere,
has been confused with the centuries-old improvisational practice of the high cultured
Eastern music, even though the two are heaven and earth. This horrific and distorted
practice continues today, with ever more horrifying amounts of Kkitsch.
This astonishing contemporary music-historical bankruptcy can be clearly seen in the
hyped to death Whiplash (2014), where the humanism of the fist of the American
brutal "aesthetic" dictatorship is radiated on to the adust cerebellum of mortals, where
the quantity of sounds masturbated per second legitimizes the musical talent.

*

Since being a part of a tradition is possible only by being born into it, this also means
that it is never possible to leave it. A disintegrating social fabric loses its cultural
cohesiveness and therefore the jealously guarded intellectual vaults, technical secrets
and legacies of family genealogies born into previously closed schools live on as
family heraldic shield. However, their importance in the transmission of musical
heritage is diminishing and homogenising into the genre standards of the so-called
music industry market.

It is very pity to see how, in this final Sonderangebot, the great Ustad-s and Pandit-s
who could afford to cling to their unique but fading family traditions become the
knights of the saliva and the servants of the manipulated tastes of the global music
industry.

*

With this in mind, it did not even occur to me to ape these traditions as an external
person, but I tried to combine the colloquial practices of that baroque music, which
had died out in Europe, with the practices of the local musical colloquial that still
existed in the so-called Eastern hemisphere of the world.

All of this requires the knowledge to combine the European system, once a minority
in the world's musical culture and globalising the world standard of welltempered
scales, with the unique traditions of Asian musical thought, which is in the process of
disappearing.

The last living (but dying) colloquial-vernacular musical language now can only be
found in the Arabian-Indian World on this planet.

Though the extinction of the traditional Indian schools (gharand) had already
commenced in parallel with the disappearance of the mahardja courts (after 1947)
and the general misunderstanding of the classical Indian music by “white man’s”
consumption could also lead to the development of a consumable Indian music that



was comparable with the global “conform-idiomatism” of the awful pop-New Age
industry and finally died out about on the symbolical day of Ustad Vilayat Khan's
death (March 13, 2004).

The Indian and the World Music today it has become a Tantric rectum cleaning and
the silly 4/4 groove loop music of entertainment industry characterized by
kitschyworld and wellness-ambient facility that will operate as one of the Wellness-
Neuronetics subdivisions of Wychi-Exonybm Corporation.

(Laszlo Hortobagyi-Hortator, 2013)
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Hortobagyi Laszlo (Hortator):

Sitar Ang
(1982-2013)

A Sitar Ang Cover képe a Sangeet Karyalaya altal 1949-ben kiadott eL-Hortobagyi
elsd Sitar tankonyv boritdjanak a felhasznalasaval késziilt.

A kisméreti konyvet Krishna Rao Shankar Pandit (1893—-1989) irta
https://en.wikipedia.org/wiki/Krishnarao_Shankar Pandit#Biography

s amely természetesen csak a néhany specidlis, kizarolag gyakorlati utmutatas révén
elsajatithatd sitar-technikai 'titkok' ismeretének a birtokaban volt hasznalhato.
Eszak-India tobbszaz millios népessége és a tobbszaz éves klasszikus zenei kulturaja
ellenére 1s, Hindusthan-ban EGYETLEN klasszikus zenemukiado 1étezett a hathras-1
Sangeet Karyalaya, amelyet Prabhulal Garg (Kaka Hathrasi) alapitotta 1935-ben
¢s a nagymulta Sangeet folyoiratot adta ki.

Lakshminarayan Garg, Kaka fia, a folyodirat fOszerkesztdje volt, (88 éves koraban
hunyt el.) Korai ¢életében Garg és Tarsa néven ismert Sangeet Karyalaya intézmény
vezetdje azonban tobbet tett a Sangeet zene magazin kiadasanal.
Mellette miikodott a KCCCO hangszer manufaktira (Templom Road.). Els6 sitar-
omat is itt készitették €s a hatvanas években még sikeriilt megrendelnem az addig
kiadott Sangeet periodika addig (majd késobb is) elérhetd dsszes szamait €s konyveit.
A Sangeet szellemiségét az alabbi részlet abrazolja:

1937-ben a "Sangeet Bhushan" Lakshmiprasad Mishra arrdl irt, hogy Varanasi-ban
(Benares) véletlentll talalkozott Vishnu Digambar Paluskar-ral, a hindusthan-1 zenei
hagyomany nagy oregjével.

Arra a kérdésre, hogy a raga-k miért nem tesznek tobbé csodat, ahogy azt a legendak
allijak, V.D. Paluskar a zenébdl vald pénzcsindlassal kapcsolatban morgolodik:


https://en.wikipedia.org/wiki/Krishnarao_Shankar_Pandit#Biography

"egy olyan korban, amikor a zene mar nem tisztdn spiritudlis tevékenység, milyen
remény van arra, hogy csodat csikarjunk ki beldle " - vag vissza.
https://scroll.in/magazine/1008254/after-an-unbroken-run-of-87-years-indias-oldest-
classical-music-magazine-is-facing-a-bleak-future

*

Itt rendkiviil szimplifikaltan jelezve a Sitar Ang két CD-jének zenei hatterét
abrazolva, két torténelmi irdnyzat, (baj), a Gayaki és a Tantrakari, emelhet6 ki a
sitar-surbahar hangszerek tradicionalis gyakorlatanak histériajabol.
Szemben a nyugati klasszikus zenei gyakorlattal, ahol a részvevd zenészhéroszok
indivualis személyiségiik minél nagyobb részét semlegesitik €s robotizaljadk az
Osszhang érdekében, ugy a homogénnak tiind indiai tdrsadalomban a zenei stilusok a
nagy egyéniségek altal alapitott zenei iskoldk és stilusok révén irhatok le, és mégis
ezaltal valtak kontinens méretii , a kaszthatarokat feliiliré egységes zenei koznyelvvé
Ezért sziiksegszerli példaul az egyes hangszeres zenei irdnyzatokat a kiemelkedd
képviseldiken keresztiil bemutatni.

A kasztpreferenciaktol —mentes képviselok tanitvany-mester elit (beltenyészeti)
kapcsolati héalézata hasonlatos az eurdpai uralkodocsaladok teljes Eurdpat lefedd
halozatdhoz a 19.szazadra kialakuldban.

Gayaki Ang és a Merukhand rendszer
Az alapito:
Ustad Amir Ali Khan (1912-1974) Akole-ban (Maharashtra) sziiletett, és Indore-ban
nevelkedett, ahol apja, Shahmir Khan a hercegi udvart szolgalta sarangi jatékosként.
A fiatal Amir Ali mér koran elkezdte az éneklést és a sarangi gyakorlasat.
kérte az indore-i udvar egyik kollégajatol, Ustad Nasiruddin Dagar-t6l. Az Ustad ezt
azzal az indokkal utasitotta el, hogy "egy egyszerll sarangi jatékos fia" szamara ilyen
tudas nem all rendelkezésre. Ez a megjegyzés megbotrankoztatta Shahmir Khan-t, és
sajat modszert dolgozott ki Amir Ali merukhand-oktatasara.
A merukhand diszciplina (Meru = hegy, Khand = téredék) a hét hangbdl 1étrehozhato
5040 (7 x 6 x 5 x 4 x 3 x 2 x 1) dallamminta logikusan egymasra ¢épiild
kompendiuma. A mintdk egy bizonyos logika szerint vannak szekvendlva, és
végteleniil sokat kell gyakorolni Oket, amig "be nem programozddnak" a zenész
gondolkodési folyamataba. E mintdk elsajatitdsa nyilvanvaldan a zenész technikai
képességeit is fejlesztette, hogy a legbonyolultabb dallamszakaszokat is képes legyen
végrehajtani. Egy raga eléadasakor a zenész a raga nyelvtanaval 0sszeegyeztethetd
mintdkat valaszt a rdga dallami személyiségének felfedezésehez. (Dipak Raja)
Az Indore gharana el6adasai Abdul Wahid Khan stilusaval és a Rajab Ali Khan-ra
emlékeztetd fana-akkal tinnek ki. A Merukhand struktira hasonld a Bhendibazar
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gharana Aman Ali Khan &ltal gyakorolt szerkezetéhez. A khayal gayaki az Indore
gharana-ban megtartja azt a lassu fejlodését és a sallangoktol valo tartdzkodasat,
mint a késobbi Amir Khan zenéje amely introvertdlt, méltosagteljes "darbar"
dhrupad stilus volt.

01= Indore Binkari baj

Alapito:

Bande Ali Khan Indore Binkar Gharand (1830 - 1896) a saharanpur-i Ghulam Zakir
Khan fia, a Sadiq Ali Khan of Jaipur kortarsa (1893 -1964).

Novére Behram Khan Dagar felesége volt.

Tanitvanya Abdul Wahid Khan of Kiranda volt.

02= Mewati Gharana

Ghagge Nazir Khan és Wahid Khan a Mewati gharand kutféinek szédmitanak.
Eredetileg Qawwal Bacchon gharana leszarmazottai.

Rais Khan (1939 - 2017) eredetileg a Mewati gharand-ba sziiletett, amely azonban
az Indore gharana-hoz és a rudra-vina technikéval kombindlt "binkar baj gayaki
ang"-hoz kapcsolddik, amelyet Rais Khan apja, Mohammed Khan, rudra-vina és
sitar jatékos fejlesztett ki. A Mewati gharana-hoz tartozik, amely a Mogul korszakra
nyulik vissza, és hires énekeseket hozott 1étre mit pld, Hassu Khan (meghalt 1859-
ben) ¢s Haddu Khan (meghalt 1875-ben) mindketten a Bdde Inyat Hussain Khan
(1837-1923) iskolajabol." (O volt az elsd, aki bevezette a késobb elterjedt bol-bant
technikat a Khyal Gayaki-ban.

03 = Etawah Gayaki Ang

Sarojan Singh ebbdl a gharana-bol a Delhiben 1év6 Mughal Darbar alkalmazott
énekese volt. Fia, Turab Khan (korabbi nevén Baddu Singh) és nagyfia, Sahabdad
Khan (korabbi nevén Saheb Singh) szintén a seniai Nirmal Shah Binkar shagird-je
volt, egyben Sahabdad Khan, a Gwalior gharana nagy énekesének, Ustad Haddu
Khan-nak a ségora volt, és téle tanult éneket is. Kezdetben mint énekes és sarangi
jatékosként miikodott. De késObb elkezdett sitar-on is jatszani, €és O lett a surbahar
nevil hangszer kialakitoja is.

Az Agra melletti Etawah-ban ¢élt (innen kapta a gharand a nevét), ahol a Naugaon
Darbar zenésze volt. Két fia sziiletett, az idésebb Imdad Khan (1858-1920) és a
fiatalabb Karimdad Khan.

Imdad Khan vérségi €s tanitvanyi lancolata: Enayat Khan (1894-1938), Vilayat Khan
(1927-2004) és csaladjuk, Wahid Khan ( ?), Shahid Parvez

(1954-), Budhaditya Mukherji (1955),stb.



Senia - Maihar Gharana

A gharanahoz tartozo zenészek kovetik a legszigorubban egy tradicionalis dhrupad
raga alap-jhor-jhalla részeinek eldadasat. Ezek a tételek mindig ritmuskiséret
nélkiil vannak eldadva. A jhor eléaddsa soran a tempovaltozasokat hasznaljak a
tételek elvalasztasara, és egy rovid ritmikus figura jelzi a szakasz lezarasat, tehat a
jhor-on beliili ritmusfigurdk szerkezeti jelentdséggel birnak. Ez a frazis-zard
motivum minden nem Senia jhor eléadasban is felbukkan. Eléfordul, hogy az alap-
Jjhor tételeket altaldban egy khyal stilusa vilambit gat kdveti tana improvizaciokkal,
¢s az eldadas egy tala periodusban eldadott jhalla strukturaval zarul.

Az 1930-as évek kozepétdl Maihar-ban (U.P) torténik meg az Ustad Allauddin Khan
altal képviselt és az akkori Indidn beliil egy specialis zenei stilus - a Binkari Baj -
kialakuldsa, amely - bar az 1400-as évek mogul udvari zenéje, a Senia gharana a
forrdsa - az eredendden vokalis indiai zenei 6ceanon beliil, egy kicsiny és a
nagymultd hindusthani zenére egyaltalan nem jellemzd absztrakt instrumentalis
stilust képvisel.

A stilus jellemzdéje tehat  a ritmikai-matematikai konstrukcidk évszazados
szabvanyositdsabol szarmaz6 (matrix)készletek - fehér ember altal kdnnyebben
majmolhaté - kodrendszere, a dallamvaridciok ¢és azok modalis poliritmidinak
szegényessége ¢€s hlivOs - az utddok eldaddsaiban olykor sivar - tavolsaga az
énekelhetdség human-eksztatikus faktoratol.

Szemben a merukhand-i koncepcidval, ahol a az elkiiloniilt rdga skalak kidolgozott
(aroha - avaroha) piramisszerii matrix épitkezései és a vérré valt improvizacios tana-
sargam-bol-bant asszociacids készletek a mindenkori raga-k hangsorabdl kovetkezd
legjellemzdbb karakterre (rasa) koncentrdlnak, addig a Senid-Maihar szisztéma akar
tobb szaz felhalmozott és kigyakorolt ritmikai patternek ratltetését végzi a raga-k
hangsoraira.

Ustad Abdul Wahid Khan (1871-1949) ezért gyakorolt ¢€letében minddsszesen két
db rdaga-n, mig példaul Pt. Ravi Shankar kozel 100 darabot vett lemezre.

(Abdul Wahid Khan nap mint nap a Todi-t és Darbari-t gyakorolta. Amikor
megkérdezték téle, miért korlatozta magat csak két raga -ra, azt vélaszolta, hogy a
masodikat is elhagyta volna, ha a reggeli 1d6 6rokké tartana. Szerinte egy élet nem
volt elég ahhoz, hogy igazsagot tegyen barmelyik raga kozott. Csak a lenyugvo nap
¢s a gyiilekezd sotétség miatt volt kénytelen a Todi-rdl valami mésra valtani.)

A Senia gharana eredete a mogul udvari zene azon Akbar Csaszar fénykorabol
szarmazik, amikor is az elsd instumentalis kompoziciok a korabeli vokalis miiformak
sokasdgait masoltak hangszereiken (ridra-bin, surshringar, Sarod, Rebab, etc).

fgy torténik meg, hogy az eredetileg hangszerszeriien énekelt klasszikus zene mint



énekelhetetlen absztrakt instrumentalis stilus jelenik meg a kozépkori hindusthani
vokalis zene tengerében.
A Senia gharand legismertebb képviseldje Pt. Ravi Shankar (1920-2012) révén
torténik meg a fehér ember utolsé talalkozasa az €szak-indiai zenével, amikor is az
50-es évek masodik felétdl az indiai zene egészét és eredetét illetden eme kisebbségi,
bar eldaddjaban zsenidlis szeletével azonositottak a torténelmi és a létezd indiai
zenét, kezdve John Cage-t6] Yehudi Menuhin-on 4t egésze Beatles-ig.
Napjainkban:
Elképeszté homogenitds, minden beérkezd pigmentgazdag irdnyzat villdamgyorsan
lehiilyiill a dur-moll szisztéma jazzoid-gershwin-i hangzésvilagara, beleértve a
repetitiv (minimal) school nagyrészét is. A jazz Oncélu, sehova nem vezetd
holott ég és fold a kettd. Ez a borzalmas ¢és torz gyakorlat ma tovabb terjed, egyre
rémisztobb mennyiségli giccshekatombakkal.
Ez a jelenkori elképesztd zenetorténeti csdd jol lathatdo az agyonhypolt Whiplash
(2014) cimi, kultira, zene €s ember ellenes filmben, ahol az amerikai brutalitdsa
,esztétikai” diktatura Oklének humanizmusa raradializal a halandok kiszikkadt
nyultagyara, tehat ahol a masodpercenként onanizalt hangok mennyisége legitimalja
a zenei tehetséget.

x

Miutan egy tradici6 részeseként 1€tezni csak belesziiletéssel lehet ez egyben azt is
jelenti, hogy onnan kilépni soha nem is lehetséges. A felbomld tarsadalmi szovet
elvesziti kultaralis kohézids erejét és ezért a kordbban zart iskoldkba belesziiletett
csaladi genealogiak féltékenyen oOrzott intellektualis trezorjai, technikai titkai €s
oroksége mint csaladi cimerpajzsok ¢€lnek tovabb. Jelentdségiik azonban a zenei
orokség tovabbadasaban csokken ¢€és az  Ggynevezett zeneipari piac  genre
szabvanyaiba homogenizalodik.

Nagyon szomoru latni, hogy ebben a végsd Sonderangebot soran a nagy Ustad-ok ¢€s
Pandit-ok, akik megengedhették volna maguknak, hogy ragaszkodjanak egyediilallo,
de halvanyul6 csaladi hagyomanyaikhoz, a nyal lovagjaiva és a globalis zeneipar
manipulalt izlésének kiszolgaloiva valnak.

*

Ennek tudatdban fel sem meriilt bennem, hogy kiviilalloéként majmoljam ezeket a
hagyomanyokat, hanem megprobaltam annak a barokk zenének az Eurdpaban kihalt
koznyelvi gyakorlatat otvozni a vilag tugynevezett Keleti hemiszférajan meég
nyomokban 1étez6 lokalis zenei koznyelvek  gyakorlataval  egyesiteni.
Mindezek feltétele azon ismeretek birtoklasa amely lehetévé teszi a  Fold



zenekultirajaban  egykor kisebbségben 1évé és  temperalt O6szhangzatai
vildgszabvanyat globalizald europai rendszer 6tvozését az eltiindéfélben 1€vo azsiai

zenei gondolkodés egyediilallo hagyomanyaival.
Az utolsé ¢€l6 (dmde haldokld) koznyelvi zenei nyelv mar csak az arab-indiai
vildgban talalhato meg ezen a bolygon.

A maharaja udvarok eltlinésével (1947 utan) parhuzamosan mar megkezdddott a
hagyomanyos indiai iskoldk (gharana-k) kihaldsa ¢és a klasszikus indiai zene
altalanos félreértése a "fehér ember" fogyasztasa révén, egy olyan konzum indiai zene
kialakuldsahoz is vezetett, amely csak a szornylséges pop-new age ipar globalis
"konform-idiomatizmusaval" volt 6sszemérhetd és végiil kimondhatd, hogy az eredeti
forrasa a klasszikus zenének koriilbeliil Ustad Vilayat Khan szimbolikus haldlanak
napjan (2004. marcius 13.) kihalt.
Ma mar a tantrikus végbéltisztitas €és a 4/4-es minta loop-okra hiilyitett
szorakoztatoipar zenéje jellemzi a vilagzene giccsvilag és a wellness-ambient
mifajat, amely globalisan a Wychi-Exonybm Corporation egyik Wellness-
Neuronetics alosztalyaként fog miikodni.

(Hortobagyi Laszlo-Hortator, 2013)



