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8th, 9th, 15th  and 16th February, 2014

Second Annual Festival
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Ranjani Fine Arts
Regd. office: 5081, Sobha Dahlia, 

Off Sarjapur Outer Ring Road, Bellandur, Bangalore 560103,
Email: ranjanifineartsteam@gmail.com, Website: www.ranjanifinearts.org
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© 2014 Ranjani Fine Arts All rights reserved

If you wish to reproduce or cite from any of the content in this book,  
please contact Ranjani Fine Arts at ranjanifineartsteam@gmail.com

Ranjani Fine Arts (RFA) is a registered public charitable trust 
and a community initiative to nurture and develop the cultural 
landscape. Ranjani Fine Arts’ charter is to:

• Organize live fine-arts programs, such as classical music 
concerts

• Promote and encourage artistes by providing them a welcoming 
and rewarding platform to showcase their talent

• Create a real social network that perpetuates and strengthens 
the connection to our roots

• Expose children to a wholesome experience
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From the RFA Family

“What’s in a name?” asked the Bard a few hundred years ago. If he had 
posed this question to a new or expecting parent today, or to any of us at 
Ranjani Fine Arts when we were deciding what to call our Second Annual 
Festival, he’d have probably received the same answer: 

Step 1: Seemingly endless thinking and searching through name-lists, 
trying to come up with something that’s “right”. 

Step 2: Much agonizing, and continued disagreement, with the polite 
rejection of well-meant non-starters (and the not-so-polite dismissal of 
frivolous ones) from various sources. 

Step 3: Finally, the arrival at a name that’s not merely “right”, but simply 
perfect.

Process-oriented folks that we are at RFA, we diligently followed the 
above time-tested steps. And thus arrived at a name which could not have 
been more apt - “Samyoga”, which means “coming together” or “union”. 
Over the past two years, Ranjani Fine Arts has been home to several 
“coming togethers” which have been immensely gratifying to all of us. 
When we started with our initial monthly concerts, several music lovers 
came together to form our wonderful family of rasikas, which continues 
to grow. Our annual community events, Vaggeyakara Utsava and Guru 
Utsava, serve to unite several music teachers, students and rasikas in our 
part of Bangalore. And now, in our Second Annual Festival, we will witness 
the coming together of some of India’s foremost classical musicians, from 
both the Carnatic and Hindustani traditions.

In this year’s souvenir, we are pleased, and privileged, to feature content 
that is truly special. 

• In a beautiful ‘straight from the heart’ essay, acclaimed Carnatic 
Vidwans Malladi Brothers Sreeramprasad and Ravikumar pay tribute 
to their Guru, the great Dr. S.Pinakapani.

• In an exclusive interview with RFA, percussion legend Prof. Trichy 
Sankaran talks about his many “other sides” – his teaching, research 
and accomplishments in non-Carnatic musical genres

• Hindustani violin legend Dr. N. Rajam talks about the ‘Gayaki-ang’ 
which she pioneered, and shares her views on music education, in a 
conversation with RFA.

• Veena virtuoso Dr. Jayanthi Kumaresh talks to us about the Indian 
National Orchestra, where topnotch Carnatic and Hindustani musicians 
from all over India come together on a single stage.

• Ustad Hafiz Khan traces the evolution of the sitar in India, and its 
journey to Dharwar.  Ra
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• Music therapy practitioner and veena artiste Dr. Geetha Bhat writes 
about the power of music, and its importance in life, particularly in the 
early stages.  

• Common ideas in Carnatic music and Bharatanatyam are compared 
and analyzed by music and dance researcher Dr. Priyashri Rao.

We owe deep thanks to all the above distinguished authors and artistes 
for accepting our requests for articles or interviews, in the midst of their 
busy schedules. 

It is with great pleasure that we present RFA’s Second Annual Festival 
souvenir, and we hope that the “Samyoga” of all its articles and other 
content gives you an enjoyable read.
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President's Message

In the grand scheme of the universe, a year could be the equivalent of a 
drop in the boundless ocean.  However, for Ranjani Fine Arts, the past one 
year has been a memorable one as we complete our second year in our 
journey of enriching the cultural landscape of the community.

A year ago, Ranjani Fine Arts (RFA), conducted its first annual festival and 
ever since it has been a dream run. Our vision to promote classical music in 
the eastern parts of the city has received an overwhelming response from 
the community. On the eve of the second annual festival, I present below a 
summary of 2013-14.

“Enable, Educate, Access” has been the motto of RFA :
• Enable music students and teachers to showcase their talents
• Facilitate Education programs for the music community 
• Provide the community easy Access to top class music performances

Our belief is that a community initiative such as RFA has to be an enabler 
for the music students and teachers to showcase their talents. “Vaggeyakara 
Utsava” in January 2014 was celebrated to honour composers. Students 
from 22 music schools presented a song each of as many composers. 
This Utsava culminated with the group rendition of pillari geethe and 
pancharatna kritis. “Guru Utsava” was celebrated in July 2013 to honour 
the music teachers who have kept this art form alive. This 2-day celebration 
featured 18 music teachers perform for 30 minutes each. As a prelude to 
the monthly concerts, students of different music schools performed for half 
hour. These community initiatives are our sincere attempt to bond together 
art, artistes and art lovers.

Under the Educate initiative, following programs were conducted 
with the objective of creating an active ‘rasika’ community. Two lecture 
demonstrations – “The Art of Listening to Classical Music” by Vidwan G. 
Ravikiran and the “The Logic and Magic of Laya” by the percussion legend 
Sangita Kalanidhi Prof. Trichy Sankaran and a 3-day workshop on “Rare 
Kritis of Saint Tyagaraja” by Sangita Kala Acharya Vidushi Neela Ramgopal. 
All these programs were well-attended.

It was our privilege to jointly host the April 2013 concert in collaboration 
with The Bangalore Gayana Samaja, the oldest Sabha in Bangalore. In 
addition to our high-quality monthly concerts in the Carnatic idiom, the 
highlight was the introduction of monthly Hindustani music “Baithaks” from 
August 2013. We now present to you “Samyoga” – our 2nd Annual Festival- 
with 2 concerts each in Carnatic and Hindustani formats. We sincerely 
hope you will enjoy this musical feast.

We introduced our monthly newsletter “Nadavani”. This high-quality 
newsletter provides a rich variety of articles, both educational and 
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entertaining, besides keeping the community informed on our upcoming 
events. We hope you have benefited with its introduction.

We are glad to let you know that RFA has obtained exemption u/s 12A 
of the Income Tax Act. Donations to RFA will entitle you to claim deduction 
u/s 80G.

In all, we would end 2013-14 with 35 quality events, a significant jump 
from the 1st year of RFA. We have also welcomed several new members 
into our family. Our membership count has increased from 179 members 
last year to 287 members this year.

It also gives us immense pleasure to let you know that RFA is part of 
Bengaluru Fine Arts Council (BFC), an elite group of 10 leading sabhas of 
Bengaluru.

I request each of you to :
• Join the RFA family as members and also encourage your friends 

and family to do the same
• Actively participate in all the programs 
• Continually provide us feedback to improve

Finally, I express our appreciation and gratitude to :
• The set of volunteers (Trustees, Executive Committee members 

and others)
• Artistes for treating our audiences to soulful music 
• Members of RFA, who, as one family, have put in their diligent 

efforts
• Sponsors for their generous support 
• Media houses for their timely coverage and publicity
• Sobha Lakeview Club and New Horizon College of Engineering for 

providing their venues
• Stage designers and sound technicians

B.S. Balasubramanyam
President - Ranjani Fine Arts 
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Our Team

Volunteers

Auditors

Arvind Brahmakal
Balasubramanyam B. S.
Geetha Arvind
Nandini Harish
Raghunath R.

Chandra Krishnamoorthy
Chandramouli Srinivasan 
Gayathri Ramachandran
Gopalakrishnan P
Jayashree Vaitheeswaran
Krishna C Mysore

President       :       Balasubramanyam B. S.
Secretary       :       Geetha Arvind
Treasurer :       Raghunath R.

Bindu Nair
Chandramouli Rao
Deepak P.
Dr. K.G.Shyam Krishnan
Gowrisankaran R & family
Harish Devarajan
Janakiraman V
Kailash Kulkarni
Kavitha Raj

S. Raghavendra Rao & Co.

Nikhil Patwardhan
Radha Thiagarajan
Ramdeo Choudhary
Rina Basu
Sathyavati B
Sujatha Srinivasan
Sunitha Loganathan
Susheela J
Thiagarajan Venkatesan

Santosh Shaastry
Shrinivasan V.
Subramanian S.
Venkataraghavan P.

Trustees

Office Bearers

Executive Committee

Natarajan Srinivasan
Prabha Sudarshan 
Rohini Krishnamoorthy
Santosh Narayanan
Soumya Ramachandran
Sudarshan Ranganathan
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Donors 
We are grateful to the following donors who have supported us in the 

second year of our journey to build a culturally vibrant community in our 
neighbourhood.

1. Sri. Balasubramanian T ` 500 
2. Sri. Shrikanth Hegde ` 500 
3. Smt. Hemalatha N ` 1,000
4. Sri. Sanjaymani ` 500 
5. Sri. Jawahar Sabapathy ` 3,000
6. Smt. Sumitra Nitin ` 2,000

Special Program Sponsors
We are grateful to the following sponsors of our special programs 

during our second year :

Guru Utsava: Mahaveer Orthopaedic Clinic & Sri. M.R. Seetharam
Vaggeyakara Utsava: HDFC Bank

Programme Venue
Ranjani Fine Arts holds its monthly programmes at the Sobha 

Lakeview Club, Off Sarjapur Outer Ring Road, Bellandur, Bangalore 
-560103.
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An Important Announcement:  
The Bengaluru Fine Arts Council

 Bengaluru has been at the forefront of promoting Indian Fine Arts over a 
period of time through various organisations and temples. So much so, that 
Bengaluru is recognised as the hub of cultural activities. 

 With an intent to further this image of Bengaluru and to promote Indian 
Fine Arts on a larger scale, 10 prestigious organisations have come together 
to form Bengaluru Fine Arts Council (BFC). The 10 organisations are : 

 •  Ananya GML Cultural Academy
•  Bharatiya Samagana Sabha
•  BTM Cultural Academy
•  M A Narasimhachar Music Foundation
•  Nadasurabhi Cultural Association
•  Ranjani Fine Arts
•  SGBS Trust
•  Sri Rama Lalitha Kala Mandira
•  The Bangalore Gayana Samaja
•  Vishesha Fine Arts

 The Chairman of BFC is Dr. M.R.V. Prasad, the President of The 
Bangalore Gayana Samaja and the Convenor is Arvind Brahmakal, the 
founder of Ranjani Fine Arts.

 To actively and aggressively encourage young performers, and promote 
Karnatak Music among the youth, BFC is very happy to announce a grand 
8-day National Youth Musical Extravaganza - Naada, between 18th May 
and 25th May, 2014 at The Bangalore Gayana Samaja. This will feature a 
host of music performances by the most talented of youth artistes, which will 
culminate in awarding the prestigious Naada award for the best performing 
artistes. In addition to a citation and prize money, the winners will also get 
to perform in the member organisations of BFC over the next one year. 

 This will be the biggest event to encourage the youth to take to Karnatak 
Music. We cordially invite our members and all music lovers to enjoy this 
musical feast"
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Aditi Sathyanarayanan  
and  

Yuv Sathyanarayanan

S W A R A L A K S H M I 
M U S I C  S C H O O L

For more details contact us  at

Tel: 9886148095
Email: swaralaxmi@gmail.com

Web: swalakshmi.blogspot.in  OR  facebook.com/swaralaxmi

W h E R E  S O u n D  M E E t S  t h E  S O u l

Best wishes from

Best wishes from
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Join Us
Here is a unique opportunity to create a discerning community and to 

bond together in the world of fine arts. Ranjani Fine Arts (RFA) provides a 
platform for everyone in the community to participate in building the cultural 
landscape and deepen the connect to our roots. With this objective, we 
invite you to join our family.

You can enroll online at www.ranjanifinearts.org or use the form at the 
end of this souvenir.

Support Us
Ranjani Fine Arts has received certification under Section 

12A of the Income Tax Act. All donations to Ranjani Fine Arts 
are eligible for income tax deduction under Section 80(G) of the 
Income Tax Act. Our 12A / 80G Registration reference is: DIT(E)
BLR/80G/AACTR0431L/ITO(E)-2/Vol 2013-2014

We request you to support us through generous donations, and 
join us in creating a culturally vibrant community.

Membership Fees 
(April-March)

Account details for 
online transfer

Individual              : ` 1,200
Joint (2 Members) : ` 2,000.
Monthly concerts are free for 
children below 18.

Name: Ranjani Fine Arts
Bank: HDFC Bank
Branch: Green Glen Layout, Bellandur, 
Bangalore
Account No.: 25657620000012
Type of Account: Current
IFSC: HDFC0002565
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1. Aditya Shivaram Raja
2. Akhila G
3. Akhila Krishnamurthy
4. Amshuman KR
5. Anand Ramakrishnan
6. Anandkumar
7. Anantha Krishnan PJ
8. Ananthi
9. Anil Kumar
10. Anitha Gopalakrishnan
11. Anjali Sudhir
12. Anu Iyer
13. Anuradha K
14. Anusha Ramesh
15. Aparna Ramamoorthy
16. Aparna Shivaswamy
17. Arathi Murthy
18. Aruna
19. Aruna Ganesh
20. Arvind Brahmakal
21. Ashok Bramhakal
22. Ashok Rao
23. Baaskaran Subramanian
24. Bala Murali Krishna
25. Balakrishnan KG
26. Balasubramanyam BS
27. Bhagyalakshmi Chandrasekaran
28. Bhanu Hyma
29. Bhaskar NS
30. Bhuvaneshwari L
31. Bindu Nair
32. Caroline Kyran
33. Chandar Muthukrishnan
34. Chandra Krishnamoorthy
35. Chandramouli Rao
36. Chandramouli Srinivasan
37. Deepa Narasimhan
38. Deepa Vinodh
39. Devika Jawahar
40. Ekanath R
41. Ganesh Ramanathan
42. Ganesh S
43. Ganesh Sambasivam
44. Gayathri Ramachandran
45. Gayatri J
46. Gayatri Sundaresh

47. Geetha Arvind
48. Giridhara Dongre
49. Girija Srinivas
50. Girija Subramanian
51. Gokul V Subramaniam
52. Gopalakrishnan P
53. Gopalan K
54. Gopalan Varadharajan
55. Govindarajan DS
56. Gowri S
57. Gowrisankaran R
58. Guruprasad CK
59. Hariharan N
60. Harini Nagendra
61. Harish Devarajan
62. Hema Ravishankar
63. Hema Thiagarajan
64. Indira Raghunathan
65. Janakiraman V
66. Jawahar Sabapathy
67. Jayanthi Srikanth
68. Jayasankar N
69. Jayashree Nagaraj
70. Jayashree Raman
71. Jayashree Vaitheeswaran
72. Kalyani Dhandapani
73. Kamakhya Vikram
74. Kamalamma
75. Kannan
76. Kavitha Shrinivasan
77. Kousalya G
78. Krishna Kummamuru
79. Krishna MC
80. Krishna RS
81. Krishnamoorthy V
82. Krishnamurthy MA
83. Krishnan V
84. Krishnan V (2)
85. Krithika Ganesan
86. Lakshmi Chandrasekaran
87. Lakshmi Raghunath
88. Lakshminarayana KR
89. Lalitha G
90. Lalitha Prakash
91. Latha Kalimani
92. Latha Shivakumar

In its second year, Ranjani Fine Arts is proud to have the following rasikas 
as members and thanks them for their support

Our Members (as of Jan 17, 2014)
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Our Members (as of Jan 17, 2014) contd.
93. Latha Srinivasan
94. Laxman Shankar
95. M Baba Sam
96. Madhu Govindrajan
97. Mahesh Narayanan
98. Maheshwari
99. Malathi Balakrishnan
100. Malathi Narayan
101. Mamatha Srivathsa
102. Meenakshi PS
103. Meenakshi Shenoy
104. Meenakshi. Raghunathan
105. Murali Krishna
106. Murugan Vasudevan
107. Mythili Madabhushi
108. Naga Neelamber
109. Naga Ramadevi
110. Nageswara Rao K
111. Nandakumar Nair
112. Nandini Harish
113. Narasimhan B
114. Narayan AL
115. Narayanan Iyer
116. Naresh Sadasivan
117. Natarajan Iyer
118. Niraj Parthasarathy
119. Nirupama Guruprasad
120. Padma K
121. Padma Shrinivasan
122. Padma Srikanth
123. Parvathy V
124. Poornima Rajagopalan
125. Prabha Sudarshan
126. Prabha Sunder
127. Pradeep KP
128. Prasad Rao CN
129. Praveena
130. Preethi Chandrasekaran
131. Priya R
132. Priya Subramaniam
133. Priyadarshini B
134. Purnima Bhaskar
135. Radha Thiagarajan
136. Raghavendra
137. Raghavendra Rao
138. Raghunath MT
139. Raghunath R
140. Raghunathan GR
141. Rajagopal N

142. Rajagopalan CS
143. Rajagopalan R
144. Rajalakshmi
145. Rajalakshmi Rajagopalan
146. Rajalakshmi Sivaramakrishnan
147. Rajamani TK
148. Rajashree
149. Rajeshwari Aravind
150. Rajeswari
151. Raji Venkataraman
152. Rajiv KG
153. Ramadevi CS
154. Ramakrishnan AK
155. Ramalal Mitra Saripalli
156. Ramalingam
157. Ramana Polavarapu
158. Ramanan Ravikumar
159. Ramani J
160. Ramesh Balasubramanian
161. Ramesh Krishnan
162. Ramesh R
163. Ramesha CS
164. Ramya Ramprasad
165. Ramya V Kumar
166. Ranganathan R
167. Ranjini Pradeep
168. Ravi Bala
169. Ravi Kyran
170. Ravi Nagarajan
171. Ravishankar Vellal
172. Rohini K
173. Rohini Rao
174. Roshan KK
175. Sadhana Laxman
176. Sai Manickam
177. Sai Shrinivas Sreedharan
178. Sailaja Baagavatula
179. Sandhya Ramalingam
180. Sankaranarayanan
181. Santosh Narayanan
182. Santosh Shaastry
183. Sarangan Rengarajan
184. Sarasa Kumar
185. Saraswathi
186. Saroja Srinidhi
187. Sathya Kalyanasundaram
188. Satyavathi B
189. Savitha Ganesh
190. Savitha Mohan Ra
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191. Seethalakshmi R
192. Seetharaman N
193. Shankar MC
194. Shanthi Naresh
195. Sheila Suryanarayan
196. Shiva G Prasad
197. Shivakumar Narayanan
198. Shivaswamy Turuvekere
199. Shobha Kukke
200. Shridevi Subramanyam
201. Shrinivasan V
202. Shubha Dongre
203. Shyam Krishnan KG
204. Shyam Kumar M
205. Shylaja B Rajiv
206. Sindhu
207. Sirisha K
208. Sivaramakrishnan
209. Smitha Raghunath
210. Sobha Mokkapati
211. Soumya Ramachandran
212. Sreekanth Moni
213. Sridevi Polavarapu
214. Sridhar D
215. Srikanth T
216. Srikanth TK
217. Srikanth Vellal
218. Srikar Rajamani
219. Srikrishnan Mahadevan
220. Srilakshmi Srikanth
221. Srinivas Vattikuti
222. Sriraam G Vijayaraghavan
223. Srirajalakshmi
224. Sriram Sankaran
225. Srivathsa NS
226. Srividya Ganapathy
227. Srividya V Prasad
228. Subbalakshmi R
229. Subbalakshmi Ramesh
230. Subbhulakshmi Aditya
231. Subhashini Sundar
232. Subramanian Sankaran
233. Subramanyam AV
234. Sudarshan Ranganathan
235. Sudha Nagarajan
236. Sudha S
237. Sujatha Ramani
238. Sujatha Rao
239. Sujatha Srinivasan

240. Sumithra Ranganathan
241. Sumitra Nitin
242. Sundaresh Krishnan
243. Sunder Chakravarti
244. Sunitha Parvathy A
245. Surekha Bhat
246. Suresh Kalyanaraman
247. Suri Venkatachalam
248. Surya Koneru
249. Surya Mokkapati
250. Suryanarayan S
251. Susheela J
252. Swarnam
253. Thiagarajan V
254. Uma Hariharan
255. Uma Krishnan
256. Uma Rao
257. Uma Sarangan
258. Umesh R
259. Usha Narasimhan
260. Vadiraja Bhatt
261. Vaidehi Pandya
262. Vaidehi Sundar
263. Vaidyanath K
264. Vaidyanathan VV
265. Vaitheeswaran S
266. Vanaja Ramaswamy
267. Vardhani Sharma
268. Vasanthalaxmi
269. Vasanthi Manickam
270. Vasudha Sriraam
271. Vatsala Rajamani
272. Vedavalli R
273. Venkataraghavan P
274. Venkatesh Sundar
275. Vidhya Ekambaram
276. Vidhya Krishnan
277. Vidhyashankar G
278. Vidya Viswananthen
279. Vijaya Lalitha VC
280. Vijaya Raman
281. Vijayalakshmi S
282. Viji Kannan
283. Vikram Kolar
284. Vinay Rao
285. Vinodh Shankar B
286. Visalakshi R
287. Viswajit Iyer

Our Members (as of Jan 17, 2014) contd.
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  Name Page 

1  Aditi Sathyanarayanan and Yuv Sathyanarayanan 10

2  Annapoorna Charitable Trust 18

3  Chandramouli Rao and Rohini Rao 35

4  Dr. Sunny Medical Centre 45

5  Furniture in Fashion 35

6  Gokul Comforts 66

7  ITC Agarbathi 28

8  Kumar Organic Products Ltd. 46

9  Linger 54

10  Mahaveer Orthopaedic Clinic 27

11  Mrs. S. Visalakshi & Dr. S. Sankaranarayanan 54

12  Prestige Constructions Ltd. (Sublime) Back Inner

13  Sobha Developers Ltd. 17, 41, Back outer

14  State Bank of Mysore 42

15  Swaralakshmi School of Music  10

Advertisers

Thanks to all our Sponsors and Advertisers

1  Sobha Developers Ltd. Festival Sponsor 

2  Prestige Constructions Ltd. Festival Co-Sponsor

3  State Bank of Mysore Day Sponsor

4  Bajaj  Capital Associate Day Sponsor

Sponsors
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1. Prof. Mysore V. Subramanya

2. Vidushi Neela Ramgopal

3. Vidwan G Ravikiran

4. Members and donors

5. All the artistes for stellar performances

6. All volunteers

7. Music schools 

8. Press: The Hindu, Deccan Herald and Cityplus

9. Sound engineers

10. Stage Designers 

11. Sobha Lakeview Club

12. New Horizon Engineering College

13. All articles contributors

ranjani Fine Arts
gratefully acknowledges
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Feb 9, 2013. The First Annual Festival festival is inaugurated.  
Sri K.L. Srinivasan, Director of Sri. Sankara TV, lights the lamp

Gen. Matthew Mammen, Executive Director of Sobha Developers Ltd. 
releases the RFA souvenir.  

First Annual Festival
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1st Annual Festival Concert, Feb 9,  2013
  Vocal  : T.M.Krishna
  Violin  : R.K.Shriramkumar
  Mridangam : Arun Prakash
  Khanjira  : Anirudh Athreya

1st Annual Festival Concert, Feb 10,  2013
  Vocal  : Ranjani & Gayatri
  Violin  : H.N.Bhaskar 
  Mridangam : H.S.Sudhindra
  Ghatam  : S.N. Narayana Murthy
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The Year in Pictures

March 2013
  Vocal  : R.K.Padmanabha
  Violin  : B Raghuram 
  Mridangam : C. Cheluvaraju
  Khanjira  : B N Chandramouli 
  Tabla  : Vishwanath Nakod 

April 2013
  Violin  : H.K.Venkatram
  Venu  : G. Ravikiran
  Veena  : Ashwin Anand
  Mridangam : Anoor Ananthakrishna Sharma 
  Ghatam  : Raghavendra Prakash
  Morsing  : Pramath Kiran
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May  2013
  Vocal  : Sankaran Namboothiri
  Violin  : Palakkad Swaminathan 
  Mridangam : Vaikom Venugopal
  Ghatam  : Trivandrum R. Rajesh

June 2013
  Vocal  : Vani Sateesh
  Violin  : Mysore Sateesh
  Mridangam : K.U.Jayachandra Rao
  Ghatam  : S. Srisyla
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July 2013
  Vocal  : Prasanna Venkatraman
  Violin  : M. Rajeev 
  Mridangam : R. Sankaranarayanan 

August 2013
  Vocal  : K. Gayatri
  Violin  : Charulatha Ramanujam
  Mridangam : K.U.Jayachandra Rao 
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September 2013
  Vocal  : Vinay Sharva
  Violin  : H.M.Smitha 
  Mridangam : M.T.Rajakesari
  Khanjira  : Guruprasanna

October 2013
  Vocal  : Bagyalakshmi Chandrasekharan
  Mridangam : C. Cheluvaraju
  Ghatam  : N. Gurumurthy 
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November 2013
  Vocal  : Sandeep Narayan
  Violin  : B. Ananthakrishnan
  Mridangam : S.J.Arjun Ganesh

December 2013
  Vocal  : Vasuda Kesav
  Violin  : Nalina Mohan
  Mridangam : H.S.Sudhindra
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Our Rasikas
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Dr. Suresh Kumar M.S.
MBBS, D.Orth, M.Ch(Ortho)

Orthopaedic Surgeon

No. 47, (Shub Enclave), Harlur Main Road, Off Sarjapur Road,  
Bangalore - 560102 

Ph. 080 - 32218709, M: 93425 80539, E: sureshortho@gmail.com

• Trauma of foot and ankle

• Disorders of tendons

• Sports-related injuries of foot and ankle

• Deformity corrections

• Ankle and foot arthroscopy

• Ankle joint replacements

Specialist in Foot and Ankle Surgery

Consultation

Physiotherapy

Minor procedures

X-ray

Facilities
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Music Schools perform  
at RFA
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A Few Lingering Moments
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Guru Utsava, July 2013
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Vaggeyakara Utsava, Jan 2014
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RFA’s Special Utsavas
Santosh Narayanan

Indian classical music has been enriched, over the past several 
centuries, by the great nadopasakas or vaggeyakaras (music composers) 
and the gurus who handed over the knowledge across generations. 
The “Samyoga”, or union, of these two aspects has resulted in the ever 
expanding universe of Indian classical music. The numerous ragas, kritis 
and other musical creations of the vaggeyakaras continue to inspire, intrigue 
and fuel music research. The paddathis, pathantharams and guru-shisya 
paramparas provided to us by the rich heritage and tradition of musical 
education has played an equally significant role in shaping several banis 
and illustrious performers. With its strong focus on community, Ranjani 
Fine Arts  endeavours to pay respects to these two pillars of classical music 
by celebrating two unique “Utsavas” or community festivals – Guru Utsava 
and Vaggeyakara Utsava.

Every year, the full-moon day in the Indian calendar month of Ashada is 
of special significance in our culture, where the Guru-shishya parampara 
has prevailed for centuries. This day is Guru Poornima – the festival where 
all students offer worship to their gurus, and revere one of the greatest of all 
Gurus – Veda Vyasa. This year, Guru Poornima was particularly special at 
Ranjani Fine Arts, where rasikas attended “Guru Utsava” – a unique 2-day 
event on July 27 and 28, 2013, featuring a series of half-hour performances 
by 18 music teachers from nearby areas in Bangalore.  

Guru Utsava 2013 was inaugurated by Sangeetha Kala Acharya Vidushi 
Neela Ramgopal. Addressing the assembled rasikas, Vidushi Neela 
underscored the importance of the Guru as the dispeller of darkness 
(Gu=darkness; Ru=dispeller), and highlighted the fact that a real Guru is 
not just a teacher, but also a role model. It was also heartening for the 
event organizers at RFA to hear Vidushi Neela mention that RFA’s Guru 
Utsava  was perhaps the first of its kind in Bangalore. The participating 
gurus presented a rich assortment of various kritis (from the evergreen to 
very rare ones), various ragas and pathantarams in ther performances. 
This was a unique musical treat for the rasikas as well as the students. At 
the end of each performance, students came forward to pay respects to 
their guru by offering the tamboolam. 

January 11, 2014 was a truly festive day at the Sobha Lakeview Club 
in Bellandur where Ranjani Fine Arts celebrated “Vaggeyakara Utsava 
2014” – a community event where students from 22 music schools in the 
Marathahalli/Sarjapur/Outer Ring Road area of Bangalore paid tribute to 
the great vaggeyakaras (composers) of Carnatic music over the ages, with 
each school rendering a composition of a different vaggeyekara. The event Ra
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was inaugurated by Sangeetha Kalaratna Prof. Mysore V.Subramanya, 
and over the next three hours, the air was filled with the compositions 
of Tyagaraja, Dikshitar, Syama Sastri, Purandaradasa, Annamacharya, 
Koteeswara Iyer, Papanasam Sivan and several other composers. The 
students’ sincerity and enthusiasm came in for much praise from Prof. 
Subramanya, who also commended RFA for organizing this unique way 
of paying tribute to the great composers. Prof. Subramanya’s presence 
through the entire event was a huge inspiration and encouragement to the 
students. His words of advice and encouragement were very well received 
by the students and RFA team. 

Vaggayekara Utsava 2014 culminated with the group rendering of 
Purandaradasa’s Pillari geethams and the famous Pancharatna kritis of 
Tyagaraja. All the music gurus present led the rendering with gusto. The 
students and rasikas, young and old, joined enthusiastically. The ethereal 
atmosphere created by the Pancharatna rendering transported the listeners 
instantly to Thiruvayyaru! 

During both Utsavas, it was particularly gratifying for RFA to bring 
together so many people -  local music teachers, professional artistes, 
students, their families and a large number of rasikas -  under one roof for 
several hours! It is indeed hard to capture in words the wonderful spirit that 
prevailed, the goodwill that flowed or the sheer positive energy in the air 
during these days. 

(Santosh Narayanan serves on the Executive Committee of Ranjani Fine 
Arts)
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Chandramouli Rao  
and  

Rohini Rao
Adarsh Palm Retreat, Bangalore. 

We undertake all types of interior work, sofa manufacturing, 
 repair and re-upholstery. Kitchen cabinet & wardrobe manufacturing,  

customised furniture manufacturing. All types of painting and polish work,  
aluminium window work and grill work

    no77/78, 1st Cross,1st Main, naganathapura  
near Robert Bosch Company, Electronic City. 

Mob: 9845278072.8277373750.

With Best Compliments
to

Ranjani Fine Arts

With Best Compliments from

FURNITURE IN FASHION
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A Tribute to our Guru Dr. S. Pinakapani
Malladi Brothers Sreeramprasad and Ravikumar

Dr. Sripada Pinakapani (1913-2013)

It was sometime during 1988-89 that we had the opportunity of singing a 
Kshetrayya padam for Dr. Pinakapanigaru.  The doyen of Carnatic music 
was at the studios of All India Radio, Vijayawada to teach rare padams of 
Kshetrayya, which our father Sri. Malladi Suribabu learnt.  After listening to us, 
Dr. Pinakapanigaru blessed us.  A few months later, in 1991, we had another 
opportunity of listening to him in a live concert held at The Indian Fine Arts 
club, Chennai.  It was a music conference where Dr. Pinakapanigaru was the 
president and was awarded the title of Sangeeta Sikamani. We had been to 
this concert with our Guru Sri Nedunuri Krishnamurthy.  After this concert, 
we sought his blessings and requested him to teach us.  He readily agreed 
to train us in his Bani with his thoughtful indication that “I am getting old, why 
are you delaying to come to me?”  Such was his readiness to teach students!

In the same year, we had been to Vishakapatnam to learn from Sri 
Nedunuri Krishnamurthy Garu.  Dr. Podili Brahmayya Sastry, Professor in 
Physiology  and a colleague and ardent admirer of Dr Pinakapani  gave 
us six cassettes containing at least 30 to 40 krithis of various composers, 
Kshetrayya padams etc, to make us familiar with his style of singing. We 
started notating all these songs and on a fine morning, our father took us 
to Kurnool.  There, we sang the Kambhoji  krithi “Lambodaramavalambe” 
in his style of singing.  He was impressed, and from then onwards, we 
became the disciples of Dr. Pinakapani’s Bani. 

From the year 1991 to March 2013, till he breathed his last, we had the 
mahabhagyam of learning more than 200 krithis directly from him.  Mostly 
by singing a new krithi spontaneously, he would emphasise the raga bhava, 
modulation, weighty presentation, anuswaram and gamaka patterns. 

Paramaguru had an immaculate memory of yesteryear musicians’ expertise 
in bringing out the completeness in each and every krithi, whether it was a 
‘Sriraghuvara’(Bhairavi – 1 Kalakrithi) or ‘Balagopala’ (Bhairavi – 2 Kalakrithi)Ra
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Even during Kurnool’s hot summers, we used to sing with Guruji for 10 to 
12 hrs a day. We used to see his untiring efforts and single-handed creation 
of his magnum opus “Sangeeta Sourabhani”, which includes four volumes 
with notations of 1200-plus compositions of the Music Trinity, Kshetrayya, 
his own tunes for 108 Annamacharya compositions, varnams, , javalis, 
Tiruppugazh, tillanas and compositions of other Vaggeyakaras as well.

Whenever we went to Kurnool, we would return with plenty of krithis 
added to our repertoire, with garlands of ragas and innumerable rhythmical 
patterns for swarakalpana. And on top of all these, abundant blessings from 
his ever-radiant, smiling face! He would ask us to let him know about all 
who were singing good music in the Madras music season and would note 
down their names. Right from the year 1999 till 2012, we used to call Sri 
Pani guruji and read out the list of songs, Ragam, Tanam, Pallavi that we 
were planning to sing, and only on his approval, we would sing them in that 
concert for Madras Music Academy.

He often advised us to take only one raga for elaboration for ten to 
fifteen days continuously and analytically study the raga patterns in various 
krithis.  He would notate different sangathis from different krithis at various 
swarasthaanams. We used to sing Kharaharapriya, Bhairavi, Thodi, 
Begada, Kalyani, Sankarabharanam this way to improve our ragajnanam.

Drawing from his long musical experience, he would nostalgically share 
anecdotes from his predecessors and senior musicians like Dwaram 
Venkataswamy Naidu, Rangaramanuja Ayyangar, Ariyakudi, Veena 
Dhanammal, Maharajapuram Viswanatha Ayyar, Musiri Subramanyam and 
others. He had such an impeccable memory that he would immediately 
recollect the source of every krithi he learnt either in live concerts, AIR records 
or gramophone records or directly from Vidwans. His guru was Mysore B. 
S. Lakshman Rao, who taught Dr. Pani’s elder sister in Rajahmundry.  He 
would pick up his Guru’s songs and repeat them with perfect notation, often 
folding his hands with deep reverence to the memory of his Guru, who taught 
him the techniques of notation and improved his Swarajnanam (the ability to 
read and write musical notes to any piece of music)

His diaries, crafted carefully with his excellent calligraphic handwriting, 
are a must-see. He had a liking to notate any piece of music he heard, be 
it a ‘laya vinyasam’ of Palghat Mani Ayyar or a bhajan “Jamuna ke teer” 
by Abdul Karim Khan, or even a rhythmic pattern of a steel vessel repairer 
roaming on the streets! He used to notate his favorite krithis in a separate 
notebook and sing them religiously for a couple of months in the same 
order for his own enjoyment and perfection, even he crossed his eighty-fifth 
year. Then he would prepare another notebook with all new songs and ran 
into dozens of notebooks like this. Our ability to see the notation and sing 
the krithis instantaneously was another advantage for us to pick up many 
songs from his old music diaries.
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He was a musician’s musician.  His most dear disciples like Sri Nedunuri, 
Sri Nukala and Sri Voleti used to acclaim his dedication to teach, his ability 
to notate any krithi within no time and his analytical approach in Carnatic 
music. His favorite musicians were 

1) Ariyakudi for his gamaka and bhriga sareeram and the way he 
presented ragas and krithis.  He called him the ultimate epitome of 
Carnatic style of Thanjavur Bani.

2) Dwaram Venkataswami Nayudugaru for his sweet and sukha-
oriented approach with perfect sound sense, and aesthetic 
presentation of Indian music. 

3) Veena Dhanammal and Rangaramanuja Ayyangar, for their veena 
style filled with gamakam, anuswaram and unhurried presentations 
of Trinity’s compositions, Kshetrayya padams and beautiful javalis

4) Musiri Subramanyam for his bhava-laden music and neravals
5) Semmangudi for his emotional and aesthetic amalgamation, which  

transmitted everlasting energy to the hearts of listeners

  He would quote the names of these and other musicians too while he 
was demonstrating a raga or krithi or neraval.

Vidwans Malladi Suribabu, Ravikumar and Sreeramprasad  
with Dr. PinakapaniRa
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He was a champion in weight-lifting, a body builder (the first body builder 
of Kurnool) and a tennis player.  He would advise us to take care of our 
health, food habits and to keep our body a fit instrument to deliver good 
music for many years. He would advise us to be good to all musicians, 
sabhas and rasikas always and would warn us not to lead a luxurious life, 
but a comfortable one.  Simple living, high thinking was the ideal throughout 
this saintly musician’s lifetime.

Dr. Panigaru appreciated our father Sri Malladi Suribabu’s style of music 
and sruthi-soaked presentation and Sri Voleti Venkateswarlu’s innocent, 
yet sparkling technique of Hindustani style music. He would appreciate 
our father’s ability to tune the thambura and derive tons of satisfaction 
even as he started singing a krithi. Our Guru Sri Nedunuri refers very 
often to this maestro as Maharshi in music.  He also adds that he has 
never heard or seen such a phenomenal Guru in the whole of South India 
in recent years.  We have been lucky to see this Maharshi of Indian Music 
for twenty five long years and he has been our role model Guru for one 
lifetime.

Bheeshma Pithamaha in the epic Mahabharata, was laid on ‘ampasayya’ 
(bed of arrows) for forty nine days.  Sangeeta Pithamaha Dr. Pinakapani 
was bedridden for more than 10 years and with our own eyes, we witnessed 
his bhakti in this divine art - singing for himself, teaching aspiring students 
and vidwans and enlightening many on the nuances of Carnatic music.

It is a difficult task to pen down the greatness of this perennially dedicated 
musician par excellence.  Only through rendering his style of gamaka, 
ravajathi sangathis, anuswarams in raga alapana, and by singing the 
numerous krithis we learnt from him can we bring out a few elements of 
his singing. We have almost all of Dr. Pinakapanigaru’s teaching sessions 
in audio and video formats. Our mission to spread his thoughts, ideas 
and ideals will be fulfilled only when these recordings would spread in the 
student and teacher communities of South Indian Music.

To summarize his exemplary ideals and accomplishments:

1. He learnt music as art for art’s sake.  (He was not a professional 
musician but he was a medical doctor)

2. He taught this ideal to Carnatic musicians and to worthy students.
3. He sang the rich style of Carnatic music in many sabhas in India.  He 

elevated the level of rasikas to his style of singing, which he believed 
to be the best and cream of traditional music.

4. He has sung many rare krithis on All India Radio, inspiring musicians 
and students alike.

5. He has preserved, propagated and perpetuated his style of singing 
through his books (almost 10 to 12 volumes of krithis and notations 
for Ragam, Thanam, Pallavi in English & Telugu)
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6. He dedicated all his works to Sri Venkateswaraswamy and Krishna 
Bhagawan his gifts of music.

7. He has notated books in English and Telugu to improve the 
manodharma sangeetham of students of music.

We owe all our credentials to this Yogi of Carnatic Music.

Nadabrahma Vidhatta Bhoutika thanuhu
Sri Thyagarajaabhidha

Vani Venkata Subbayakhya, Suthanou
Pravesam tataha

Saa mysuru Kariginichavapya
Saa Lakshmanam

Veenapaani Pinakapani milithaakaara
Jayathyanwaham!!

Finally, we recall his advice to us :

1. Learn until you get. Teach till you die.
2. ‘Baguga vinthragamula Alapamucheya, menu pulakarimpaga’ - sing 

beautiful ragas and derive bliss for yourselves.
3. Learn as many of the krithis of the Trinity
4. Thyagarajaswamy is our Sadguru

(Malladi Brothers Sreeramprasad and Ravikumar are acclaimed Carnatic 
musicians. They are performing at the inaugural concert of Ranjani Fine 
Arts’ Second Annual Festival in February 2014, and have penned this 
tribute to Dr. Pinakapani specially for this occasion)
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August  2013 Baithak
 Sitar  : Nikhil Patwardhan
 Tabla  : Partha Mukherjee

September 2013 Baithak
  Vocal   : Chandramouli Rao
  Harmonium : Surya Upadhaye
  Tabla  : Madhukar Malay 
  Tanpura  : Jagannath Rao
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October 2013 Baithak
 Vocal   : Kailash Kulkarni
 Harmonium : Madhusudan Bhat 
 Tabla  : Shashibhushan Gurjar 
 Tanpura  : Dattatreya

November 2013 Baithak
  Vocal   : Rina Basu
  Harmonium : Narasimha Kulkarni 
  Tabla  : Gurumurthy Vaidya 
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December 2013 Baithak
 Vocal   : Shruti Bhat
 Sitar  : Ramdeo Choudhary
 Tabla  : Vikas Naregal 
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With Best Compliments from

INDIA - CORPORATE 
HEADQUARTERS

819/C, 13th Cross, 7th Block,  
Near JSS College Circle,  

Jayanagar, Bangalore, 560041. 
Karnataka, India.

91 - 80 - 41425832/41525960 
+ 91 - 80 - 26715688

kop@kumarorganic.net

USA
Suite M,  
ITM corporate center 6 Kilmer Road, 
Edison, NJ 08817
732 662 2654, 201 604 6727 
 sales_na@kumarorganic.net

EUROPE
41 King Street, Luton,  

UK. Bedfordshire, LU1 2DW
0044 158 234 5334,  
0044 158 272 4986

sales_europe@kumarorganic.net
0044 773 970 9174

SINGAPORE OFFICE
The Octagon 105,  
Cecil Street, #07-01 -  
Centennial Business Centre 
Singapore 069534,  
00 65 6223 1321, 00 65 6532 0198
kumar_singapore@kumarorganic.net

www.kumarorganic.net
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July  2013
Lec-dem by Vidwan G. Ravikiran on  

“The Art of Listening to Classical Music”

Aug 2013
Workshop by Sangita Kala Acharya Smt. Neela Ramgopal on 

“Rare Kritis of Saint Tyagaraja
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Prof. Trichy Sankaran on 
“The Logic and Magic of Laya”, Jan 2014

Photos: S. Subramanian
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The Other Sides of Prof. Trichy Sankaran
P. Venkataraghavan and Santosh Narayanan

Sometimes, opportunity does knock twice. Sangita Kalanidhi Prof. Trichy 
Sankaran spent the better portion of Jan 12th, 2014 with some of us before 
delivering a fascinating lecture-demonstration on “The Logic and Magic of 
Laya” at Ranjani Fine Arts. Only after he left did it strike us that we could 
have featured an interview with him in the RFA Souvenir. Fortunately, our 
hand-wringing didn’t last long, as he returned to Bangalore for another 
performance a week later, and graciously agreed to spend an hour with us 
again, answering all our questions.

Today, Prof. Sankaran is universally acknowledged as one of the world’s 
best mridangam players. But what’s amazing is that this was true even 42 
years ago, when he moved from India to Canada. Says Vidwan G. Ravikiran, 
who gave a brief vocal performance, to Prof. Sankaran ‘s mridangam 
accompaniment at the RFA lec-dem,  “Half an hour of performing with 
him is the equivalent of several hours of practice”.  Much has been written 
about Prof. Sankaran’s virtuosity on the mridangam, as he has played with 
several Carnatic masters over the decades, from greats like Semmangudi 
Sreenivasa Iyer and GNB, to the leading vidwans of today. However, there’s 
much more to the professor.  He has composed and performed extensively 
in several genres of world music. His contributions to teaching and research 
in percussion are phenomenal. Not to mention his approachability, warmth 
and completely unassuming nature, which bowled us over when we met him.

Not infrequently, we Carnatic music rasikas are guilty of being more 
than a little insular, and would do well, therefore, to learn more about other 
genres of music. This made us focus this interview on the several “other 
sides” of Prof. Trichy Sankaran. Below are excerpts from our memorable 
conversation.

What prompted you to relocate to Canada in the 1970s, in the prime of 
your career as a performer?

In 1971, the music department at York University, Toronto was planning 
to create some world music courses, and they invited me to teach South 
Indian music. The invitation came through Jon Higgins. At that time, I was 
at the peak of my performing career, accompanying all top artistes like 
Semmangudi Srinvasa Iyer, Chembai Vaidyanatha Bhagavathar and others. 
And I was not really looking to go abroad for better prospects. So, it was a 
very, very tough decision for me. But, with a master’s degree in economics, 
I also had an interest in research and teaching, which prompted me to try 
it out. In fact, I remember that they asked me for a two-year contract, and I 
said only one year. Jon Higgins and I became founders of the South Indian 
music programme at York University. And then the rest is history (laughs).
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You have come from the traditional Gurukula system of learning 
music, where the student follows the Guru. This is very different from 
the education system in western universities, where students actively 
question the teachers as part of the learning process. Did you find 
this disturbing? If so, how did you adapt to it?

 Absolutely. That’s one of the important things there. I soon understood 
that questioning is part of their upbringing, which is also a part of the music 
education there. In the beginning, it was probably a little disturbing. Rather 
than taking it negatively, I learnt to adapt to it quickly which resulted in my 
own learning of Western notation. Unlike our oral tradition, they are so used 
to reading and writing music in the west. So I underwent some training to 
learn how to read and write music, so that I could show them how korvais 
and moras can be learned from paper by transcribing them in western 
notation. What I always aimed for, from the beginning, was a hybrid system 
that combined the oral and written traditions.  This method proved to be 
very successful over the years.  

Could you tell us more about your contributions to teaching, the 
pedagogy for percussion that you have developed?

At York, I wanted to take this music to an academic level. So I started giving 
lectures, about the theory of our music. I published several papers and 
wrote a book on “The Rhythmic Principles and Practice of South Indian 
Drumming”. In our Gurukula tradition, there was no written system. So, I 
have created my own notation for all the drum strokes, which was something 
unique. This way, people could understand the fingering techniques and 
how the patterns should be played with each hand. With this notation, the 
Patantharam can also be well maintained with proper fingering.  Since I 
am a performing artist, I also bring the performance experience into the 
classroom, which is unique and highly respected.

 Teaching rhythms and drumming is done through “Solkattu” - the 
vocabulary of percussive sounds, like “tha-ka-dhi-mi”.  Solkattu can be 
taught at all different levels, from basic to advance. The human voice 
is supreme - by vocalizing these syllables, you can sound like a drum.  
Solkattu was attractive because students found it easier than learning all 
the techniques of drumming, which takes years.  I pioneered in introducing 
the first course on Solkattu many years ago, and now we have some 
students doing their PhDs on this topic.  Students have even switched to 
“thakadhimi thakajonu” for counting time (laughs). I have developed many 
study pieces for students, dance compositions and many of my korvais -all 
written in Solkattu, and published in my book “The Art of Konnakkol”.  

 To trace back recent history, decades ago, we used to have a “full bench” 
in percussion – mridangam, ghatam, khanjira, konnakkol and morsing, and 
I remember listening to Mannargudi Vaidhyalingam Pillai, son of Pakkiriah Ra
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Pillai, a great exponent on konnakkol.  Unfortunately, barring nattuvangam 
in dance performances, Solkattu and Konnakkol are almost lost today, and 
this was another reason why I took an interest in reviving this art.  I also 
designed a course “Rhythms from World Music Perspectives” in which I 
have incorporated rhythms from different percussion traditions such as 
India, Africa, Indonesia, Afro-Cuban, Jazz, etc.

Does the effectiveness of these methods, particularly the notation 
you have developed, have a cultural dependence? For example, if 
notating mridangam strokes works well in the west because they’re 
used to a written tradition, would it work equally well in India?

That’s a good question. In fact, I did bring this up at one of the sessions 
at the Percussive Arts Society of Bangalore. But we have an issue here. 
Even though all strokes played on the mridangam are spoken in Solkattu 
syllables, the reality is that the same stroke is identified by different 
syllables by different schools.  Regardless of syllabic differences, the 
notation will work very well from the practical performance point of view, 
in my opinion.

So there is no consensus among people on this?

That’s right. For example, one school may identify a series of strokes as 
‘tatha chatha kita thaka’ while another may say “thaka tari kita thaka.” And 
yet another may call it ‘Dhiku thaka thari kidu’, just because this is the way 
they learnt from their masters. If there’s a consensus on accepting some 
notation, then I think we will all be fine. In my book, I have shown the 
correlation of the drum syllables to the actual drum strokes and pointed 
out how the syllables change names for reasons of fluid recitation and to 
maintain percussive aesthetics.

How has your time in the west changed your perspective on our 
music? Is there anything that could be adapted from there that would 
improve our methods of teaching and learning?

Oh, definitely.  Form is one of the things I always talk about, like how to 
structure, or create form in a thaniavarthanam. There are guidelines that 
we see in many western classical pieces. Western notation is perfected to 
the greatest extent possible - you can see in which tempo a piece should 
be performed. They are absolutely brilliant when it comes to showing all the 
various shades, the dynamics of a piece, etc., which we lack. Whether in 
mridangam or singing, the dynamics are not really marked, as to when to 
play something softly, like a pianissimo, or when to play it loudly, like a forte. 
Perhaps we may not need all the details as ours is based on oral tradition 
and improvisation.

Can you tell us about your compositions and performances in other 
non-Carnatic genres? Is there a genre that you particularly admire? Ra
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My first non-Carnatic experience was with electronic music, surprisingly, 
through collaboration with a Tai Chi dancer.  In Tai Chi, when the mind is 
in a meditative state, the brain is said to produce more alpha waves. We 
had a Moog synthesizer, which would synthesize some seemingly random 
patterns when electrodes were connected to the brain of the dancer.  I 
wanted to find any underlying rhythms in these patterns and highlight them 
through mridangam patterns.  This was my first experiment - the “Alpha Tai 
chi Tala” - and it was a fascinating experience.

 My second experiment was with Gamelan music, which I really love. I was 
in Bali on a sabbatical and became very interested in Balinese and Javanese 
music, which have distinct styles. Actually, my first interest in going to Bali was 
to witness the influence of Hinduism there, which I had read about in books. 
But their music is quite different, so I wanted to study.  I collaborated with 
a contemporary Gamelan group in Toronto, The Evergreen Club Gamelan 
Ensemble, and started composing for them. My first written composition, 
“Swaralaya”, was premiered in 1984. Since then, I have written 7 or 8 more 
Gamelan compositions in one of which I have introduced  “mridanga tarang” 
tuned to the Gamelan scale as well as featuring solos. It was fascinating to 
tune the mridangam to the Gamelan scales, which is somewhat similar to 
an Indian raga. But the important thing is to appreciate Gamelan music in its 
own context, rather than comparing it with Indian music.

 Jazz music is also close to my heart. A jazz combo is similar in size to a 
Carnatic music group, and they improvise similarly, taking up a particular 
line. Then the drums improvise, and they come back to what they call the 
‘head’, just like returning to our pallavi. It’s the same idea there too, and 
I have collaborated with many jazz groups. I have written a piece called 
“Jazzadorian”, using Dorian mode of western music, which is akin to our 
Kharaharapriya raga. 

Now, a somewhat tough question. If you were to pick a single 
accomplishment that you are most proud of, what would it be?

It’s hard to answer that… (laughs). Many years ago, I ventured into writing 
“Mridangam Concerto”. This involved writing a whole western classical 
piece for violin, viola, cello, piano, western percussion, mridangam, khanjira 
and other instruments. Normally writing for a small chamber group of 3 to 
4 instruments is not too tough, but writing a concerto for an orchestra is 
highly challenging. It came out very successfully, and after its premiere in 
Winnipeg in 1998, people wanted it to be performed in several other places. 
This, I felt, was most gratifying, from all angles.  Right now, I’m working on 
another variation of the Mridangam Concerto, which is to be performed in 
May 2014 in Toronto, 

 What I’m saying is that there is so much scope if one has the ability and 
the inclination to adapt. I really take a delight in these things. Using Indian Ra

nj
an

i F
in

e 
Ar

ts

52



Ra
nj

an
i F

in
e 

Ar
ts

53

instruments in a western orchestra is not easy, but with the elevated status 
of the mridangam and khanjira, they are finding a place now, and this is so 
gratifying to me. 

 I have had so many opportunities to be creative, innovative and 
express my ideas, which sustained my interest in staying in Canada, 
while maintaining my art.  At the same time, I respect our tradition. My 
constant advice to youngsters is:  Be strong in your own tradition whether 
it is classical, jazz, or pop and do not diversify at an early stage. If you are 
strong in your tradition it will enable you to diversify easily later.

Looking back over the decades, any regrets?

The brutal Canadian winters! (laughs)   Other than that, perhaps no regrets 
at all.  In a way, being away from India and being exposed to so many forms 
of music like jazz, gamelan, African and others has helped me discern and 
understand our music and culture from a different perspective. To me, it is 
most important to have an open mind and absorb the best of other cultures.   
Speaking of regrets, perhaps I missed out on all Padma awards and other 
national honors in India.

Prof. Sankaran, it has been an honour to have you at Ranjani Fine 
Arts. Thank you so much.

Thank you. I truly enjoyed myself at Ranjani Fine Arts, and really admire 
the way it has come up in less than two years. The response at RFA was 
wonderful  - there was a very good turnout and some excellent questions 
were asked at my lec-dem. The topic of laya is so vast, and unfortunately 
there wasn’t enough time at the lec-dem to do full justice to it. Maybe I can 
do a 3-day workshop there the next time, with one day each for beginners, 
intermediate and advanced percussionists. I wish you all the best in your 
efforts to propagate our music. You have a wonderful team - my best wishes 
and blessings to RFA. I also look forward to participating in coming years. 

(P. Venkataraghavan is a trustee of Ranjani Fine Arts. Santosh Narayanan 
serves on the Executive Committee of Ranjani Fine Arts)
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How the Sitar came to Dharwar
Ustad Hafiz Khan

The instrument most popularly associated with Indian music overseas is 
undoubtedly the sitar. Its fame in the west and elsewhere is fairly recent, 
with the first commercial release in 1955 by Ducretet-Thomson (EMI), of an 
LP anthology that is said to be the "first of this music to become available 
in the West in which the recorded pieces were not presented as 'folklore' 
but as 'serious' music." The set1 includes the first recordings published in 
the Western world of Ravi Shankar and Ali Akbar Khan. But it was only a 
decade later, with the recognition accorded it by a host of rock musicians 
in the 1960s who incorporated it in their songs, that the sitar was heard 
worldwide by millions. 

But its origins in India go back centuries and are the stuff of myth and 
legend. The name most associated with its import, or very creation, is that 
of Amir Khusrau, a 14th century poet, musician and mystic who lived in north 
India and is also credited with the invention of the tabla. 

Other theories abound as to its import from Persia (where it was a 
rudimentary instrument called `seh-tar’: three strings) and grafting with 
existing string instruments of the time in India. Contrary to this is a school 
of thought that states it was evolved out of the rudra veena (been), and so 
on. What can be definitely established however is that it gained prominence 
during the waning of the Mughal era in the 18th century, and thereafter came 
to be used more and more, first in the dhrupad, and then khayal style of 
Hindustani music. 

With greater acceptance came innovation, and the sitar underwent a 
number of changes over time. Probably one of the most significant of these 
occurred in the late 1800s when Ustad Rahimat Khan introduced a whole 
lower octave by the addition of kharj saptak playing strings and three new 
sympathetic strings, enriching further the instrument’s silvery sound. 

The sitar today comes in two forms with either a combination of six 
playing strings and eleven sympathetic strings (gandhar pancham), 
popularly known as the Vilayat Khan style; or seven playing strings and 
thirteen sympathetic strings (kharj saptak) popularised by Ravi Shankar 
and is attributed to him. However it was clearly an innovation that Rahimat 
Khan made in the late 1800s. 

Rahimat was trained by the great Ustad Bande Ali Khan in playing 
Been(Rudra Veena), one of a long line of been players going back many 
generations to Ustad Daulat Khan, one of the `gawais’ at the Gwalior court 
1 In 1997 it was digitally re-mastered and issued by AUVIDIS-NAÏVE as a 3-CD set in 

homage to Alain Daniélou, the prime mover of the legendary UNESCO Collection of 
Traditional Music.)
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– one of the major gharanas of the classical tradition – whose descendants 
had migrated down the west coast, first to Bhavnagar, and then Bombay. 
From there, Rahimat khan, ventured further south to Poona, and thereafter 
established himself as a maestro or Ustad in the princely state of Kolhapur. 
Until then he and his forebears had solely played the been. It was only in 
Kolhapur that a switch was made and the sitar became the instrument of 
choice. Then he set up a music academy, teaching scores of pupils in the 
khayal style, one of whom was a young Prithviraj Kapoor who would move on 
to greater fame as an actor and founder of the First Family of Indian cinema. 

After making periodic visits to play at the royal court of the Wodeyars in 
Mysore he was given the the title sitar ratna, Ustad Rahimat Khan, much 
taken by the bucolic character and mild clime of Dharwar, through which 
his long train journey used to wend southward, decided to set up home 
there in 1901. A small town spread over gentle hills and famed for its 
delicious guavas, Dharwar was much smaller and poorer than Kolhapur, 
and as such must have provided little by way of monetary reward to the 
Ustad. Yet, beginning with just one student, a merchant of sweetmeats, 
Babu Singh Thakur, in whose house he took up residence, he began a 
new and gradually prospered, even setting up a music school in 1912 
called Bharatiya Sangeet Vidhyalaya. By all that the ustad single-handedly 
introduced to the townsfolk the Hindustani strain of classical music, which 
would flourish and soon become associated with Dharwar. 

His four sons followed his example, and began to spread the art when they 
set up as professional sitarists and sought their fortunes in various towns 
and cities. One of them, Abdul Karim Khan became faculty in University 
college of Music in Dharwar, and in turn inspired nine sons, of whom seven 
became professional musicians! 

Of them, Bale Khan, became the most accomplished and is justly 
regarded today by afficionados to have been a superb player who did 
not get the recognition he deserved. He was employed by AIR Dharwar 
for much of his life and went on to perform all over India and Africa and 
Europe in the 70s. He also set up an annual classical music festival in the 
town back in 1955 that continues to this day, being held every year over 
three days in December. His demise in 2007 cut short a brilliant and many 
faceted career.

Today Dharwar has become synonymous with Hindustani music 
and spawned many giants of our era such as Bhimsen Joshi, Kumar 
Gandharva, Gangubai Hangal, and Mallikarjun Mansur, besides hosting 
the best classical music programmes on the local AIR station daily in the 
region. All of which was spawned by the arrival there of one long distance 
traveller and his sitar at the turn of the last century. 

(Ustad Hafiz Khan is a very well-known young sitarist from Karnataka.,He 
is the son and disciple of the legendary Sitar vadak Ustad Bale Khan)Ra
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The Indian National Orchestra

24 topnotch Hindustani and Carnatic musicians coming together to 
compose, rehearse and perform on a single stage, united by a desire 
to represent the best of India’s musical heritage. This is not the stuff of 
dreams, but the Indian National Orchestra (INO) founded by veena virtuoso 
Dr.Jayanthi Kumaresh, who spoke to P.Venkataraghavan of RFA about 
her brainchild.

   A bad throat infection, brought on perhaps by Bangalore’s capricious 
January weather, hardly dampens the enthusiasm in Dr. Jayanthi Kumaresh’s 
voice when she talks about the Indian National Orchestra. Even over the 
phone, her passion gushes forth, interrupted by the occasional pause to sip 
some warm water. “I often wondered,” she begins, “that in spite of India’s 
rich musical heritage, why we didn’t have a national orchestra to represent 
the best of our classical music – both north and south Indian. Years ago, I 
had played in Pandit Ravi Shankar’s orchestra at Siri Fort Auditorium and 
often used to go to London to record for the South East Asian orchestra. 
This idea of having a national orchestra as a registered body of musicians 
from all over India - with music created exclusively by and for it, something 
which could possibly represent the country at a national or international 
event – grew on me over this period.” 

   All musicians whom she initially spoke to were instantly enthused by the 
idea. Unsure of how to proceed, she approached the Cultural Department 
and wrote to several people, in the government and elsewhere. And waited. 
A few positive responses did eventually come, she says, from people who 
agreed that this was a good thing for India, and encouraged her to go 
ahead. 

   “We then formed a group of 24 musicians,” she continues, “and decided 
that we should play original music which is different, but based on classical 
ragas and talas. With ‘Motifs of India’ as the theme for our compositions, 
we chose a few motifs which people readily associate with India.” A piece 
on Ganesha came first, followed by another on the river Ganga in the raga 
Gangeshwari. Next came ‘Himalayan Heights’ in Haricharan and ‘Dancing 
Peacock’ in Ritigowla. The raga Sindhubhairavi, present in every genre of Ra
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Indian music, was aptly chosen for a piece titled ‘Kashmir to Kanyakumari’. 
Technology also helped in making the INO happen, with most of the 
initial rehearsals being held over Skype. After innumerable hours spent 
on composition, rehearsals and planning, the INO debuted on June 25th, 
2011 at Chennai’s Krishna Gana Sabha. “When it happened,”, Dr. Jayanthi 
says, “it was a major event for all of us. To have such a large group of 
accomplished artistes rehearsing and performing together – it was a simply 
phenomenal experience”. 

  Some of the accomplished artistes of the INO include Abhishek Raghuram 
(vocal), Rafique Khan and Shafique Khan (sitar), Charulatha Ramanujam 
and the Akkarai sisters(violin), Faiyaz Khan (sarangi and vocals), Sikkil 
Mala Chandrasekhar and Naveen Iyer (flute) Annada Prasanna Pattanaik 
(bansuri), Patri Satish Kumar and Neyveli Narayanan(mridangam), 
Guruprasanna (khanjira), Udayraj Karpur(tabla), Dr. S. Karthick(ghatam), 
Pramath Kiran (special percussion), and of course, Dr. Jayanthi on the 
veena.

   Since its debut, the INO has had six performances. Each show takes 
several months to organize, and the logistical challenges are simply 
overwhelming. “It’s like arranging a wedding,” says Dr. Jayanthi. “So we 
don’t accept more than two shows a year. I am the sole person coordinating 
composition, rehearsal dates, artiste availability, travel arrangements and 
accommodation for the group. So now, my family members know and brace 
themselves for what’s next when they hear the mention of an upcoming 
INO concert!”

   And yet, she says, there’s much that makes it all worth the effort. The 
standing ovation at the end of each concert (“provided nobody asks me 
about the next show,” she adds, with a laugh) . The bond that the artistes 
share, both on and off stage. The new friendships formed – several 
musicians who met through the INO are now playing jugalbandis. The fact 
that members even turn down some high-profile individual concerts, just to 
make it to the rehearsals, saying how much they learn from this collective 
experience. And importantly, the pride of representing the rich culture of 
one’s country.

   INO is another way of saying “No I”, emphasizes Dr. Jayanthi. “In 
other words, this is not about showing off individual virtuosity, or how 
great a musician you are, but really about getting together as a group and 
representing India’s rich musical heritage. This is not an orchestra where 
one person composes, and everyone else just plays. Every single member 
contributes to the fabric of our compositions.”

   Is there a conductor ? “This is one of the most common questions 
we get,” she laughs. “No, there isn’t one. Unlike the west, we don’t look 
at notation and play a composition – we learn and internalize the music Ra
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before we play. In western music, a fully composed script is followed, which 
can be conducted. Here, only parts are composed, and the rest is created 
on the spot, since the most unique aspect of Indian classical music is 
manodharma, or on-the-spot improvisation”. 

  But does such a large setting offer scope for individual manodharma ? 
Plenty, says Dr. Jayanthi, since the artistes take turns doing the alapanas 
and solos in each composition. For example, in the Ritigowla piece, the 
veena and vioin perform the alapana, and the solo is on the flute, and in 
Gangeshwari, the alap is on the sitar. All these aspects of the INO make it 
unique, and different from other orchestras like, say, Vadya Vrinda, which 
is what people initially assume an Indian classical orchestra would look 
like. Unfamiliarity with the orchestra setting also leads to several requests 
from mushrooming sabhas, particularly during the packed December music 
season in Chennai, to pencil the INO in for a 2-hour slot somewhere. “How 
do I explain that we need four hours to set the stage, two hours for sruti 
alignment and more for the sound check, even before we get started ?” she 
asks.

  When asked about the INO’s future plans, she says, “We’re looking 
at including new instruments. Though our first show started with a mallari 
on the nadaswaram, we didn’t include it in the orchestra fearing it may 
be too loud. But now we’re seriously considering requests to include the 
nadaswaram and thavil. We’re also busy working on new compositions in 
different ragas.” And, if the logistical challenges can be met, she adds, a 
tour of the US and other countries may happen in 2015, which would make 
the INO go international.
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The Singing Violin Speaks :  
A Conversation With Dr. N. Rajam

It is our good fortune that we have the opportunity to publish an interview 
with eminent violinist Dr.N.Rajam, often referred to as the “Singing Violin”. 
Dr.Rajam, who is famous for pioneering the “Gayaki-ang” in Hindustani 
violin, was born in a family that has produced great musicians like her brother 
- Carnatic violin virtuoso Prof.T.N.Krishnan. She first learnt music from her 
father Vidwan A. Narayana Iyer before training with Pandit Omkarnath 
Thakur. She has won numerous awards and accolades including the 
Padma Bhushan, the Padma Shri and the Sangeetha Nataka Akademi 
award. In a conversation with her senior disciple Chandramouli Rao of 
RFA, Dr.Rajam shared her views on various aspects of music education.

Not very many people play Hindustani Violin in the gayaki-ang 
today as they would rather prefer the instrumental style. Does 
this mean the gayaki-ang playing technique is hard? Being the 
inventor of this style, can you please share with us the aspects of 
this technique? How does one go about attaining this art of violin 
playing?

Just to provide a brief background, violin playing in the Hindustani system 
was always in the Gatkari style and was accepted along the same lines as 
other instruments such as Sitar, Sarod etc. where it provided a platform 
for solo performances. So naturally, the violin playing was very much 
“instrumental style” and there was no question of gayaki-ang that arose 
and therefore you do not see much of this style. However, in the Carnatic 
system, since violin was mainly an accompanying instrument along with 
the main vocalist, a style had to be evolved to play violin to render vocal-
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like reproduction. After decades of evolution and innovation, Carnatic 
music system today has successfully adopted a method. To sum up, let me 
make sure I clarify certain points here. Firstly, to play gayaki-ang it is not 
necessary that one has to have knowledge of playing Carnatic style Violin. 
Secondly, gayaki-ang is not something that is difficult and hard to play. 
With proper bowing and fingering techniques, any dedicated student who 
practices regularly under a sincere teacher can easily attain the desired 
results.

In today's fast-paced world, there seems to very little time for 
youngsters to devote time and energy towards music. You have 
trained several students at BHU and are also training several students 
currently. What is that our youngsters lack today and how can they 
equip themselves to take on the responsibility of carrying this tradition 
forward ?

Efforts should be made to introduce music training in schools right from 
Kindergarten and this must be a subject that is taught like any other subject 
that kids study in school. Even today where music is included as part of the 
curriculum, it is often an optional subject. It cannot be optional! Although 
not all can turn out to be outstanding concert performers, we would develop 
people who can appreciate classical music and can become good listeners 
of music. In short, with dedicated students who practice regularly under the 
guidance of a sincere teacher, our musical tradition can be kept alive well 
into the future. 

Again related to technology of today, what is your opinion on "distance 
learning", which a lot of people talk about today? There was such a 
debate and discussion that took place when the gurukul system saw 
its sunset - this newer trend is even more drastic where the student 
and Guru to not even come face to face. Is this trend harmful? Please 
share with us your thoughts.

Constant guidance from a Guru is very important. Students have to be 
corrected every day in order to attain some sort of perfection. There is 
no replacement for the guru-shishya parampara at all. Just like how the 
preferred way for a drone is real Tanpura, even though we often see 
electronic versions of the same. No matter how closely the sound is 
reproduced, the real tanpura cannot be replaced by the electronic models. 
In a similar manner, the guru-shishya parampara cannot be replaced. When 
such an opportunity does not exist, distance learning becomes one way of 
learning and we have to adapt to it.

With more focus on other genres of music that we come across these 
days - like sufi, musical albums that are similar to Bollywood style 
of music, where do see the pure Hindustani khayal music heading? 
Do we need to get paranoid with this trend? If yes, what can we Ra
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collectively do to preserve this wonderful art form?

Indian classical music is not something like a “passing phase” – like it is 
here today and something else tomorrow. It is a permanent thing. Classical 
music has inherent power in it which makes it permanent. Our classical 
music is at its pinnacle today. Although many may not be regular concert 
performers, there are so many dedicated and sincere musicians today who 
bring about beautiful pure classical music. I am not at all worried that our 
classical form of music would get impacted in any way as long as there are 
devoted students and sincere teachers.

In any profession, one goes through a "burnout" syndrome in couple 
of decades. Your music is as fresh as ever....what is the secret of your 
energy?

The student in oneself should be alive and ever present and keep on 
improving.  In my case, I keep on learning and that desire to learn, the 
student in me, has never diminished. Any musician who can do this 
sincerely can maintain his or her standards and level of producing fresh 
music. Also the question is how can one go back after so many years of 
practice and learning? Is it possible? Unless your faculties don’t support 
you due to various factors, how can you go back? I believe that one can 
maintain that standard with constant practice and hard work with sincerity. 

What is your guidance for Ranjani Fine Arts, which has recently 
started promoting Hindustani Music?

I am very pleased that RFA has taken Hindustani Music under its fold and 
I should say we have become richer. I would like to mention that every 
Music Sabha should take such an initiative and encourage side-by-side 
artists from both the Carnatic and Hindustani systems and provide an 
opportunity for audiences to listen to good music of both systems. I wish 
RFA all success.

(Sri. Chandramouli Rao has been practicing Hindustani classical 
music for the last 25 years under various gurus from Kirana and Banares 
gharanas. Since the year 1999, he has been under the tutelage of Padma 
Bhushan Smt. Dr. N Rajam learning both Hindustani vocal and violin. He is 
a passionate teacher and has trained several music students in the US and 
is currently teaching full time in Bangalore)
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The Power of Music
Dr. Geetha Bhat

For centuries humans have been using forms of music as therapy... 
without realizing it!  The practice of Music Therapy dates as far back as 
we know music existed... and possibly farther.  Music has been used as a 
healer, a relaxer, a meditator...  A tune can induce emotions ranging from 
unabashed joy to deep sorrow and can drive listeners into states of patriotic 
fervor or religious frenzy or divine ecstasy - to say nothing of its legendary 
ability to soothe the savage beast. Yet in spite of music's remarkable 
influence on the human psyche, scientists have spent little time attempting 
to understand why it possesses such potency. "We tend to think of music 
as an art or a cultural attribute," notes Robert Zatorre, a neuroscientist at 
McGill University in Montreal, "but it is a complex human behavior that is as 
worthy of scientific study as any other."  It's indeed hard to exaggerate the 
effect music can have on the human brain. 

What seems clear is that the ability to experience and react to music 
is deeply embedded in the biology of the nervous system. While music 
tends to be processed mostly in the right hemisphere of the brain, no 
single set of cells is devoted to the task. Different networks of neurons are 
activated, depending on whether a person is listening to music or playing 
an instrument, and whether or not the music involves lyrics.

In the never-ending search for cures and treatments that do not involve 
heavy doses of medication, Music Therapy shines a light.  Music Therapy 
has often been looked upon as a "Holistic" medicine, making use of a 
person's inner being, or mental capacities in order to find causes and cures 
for many ailments.  The world of Medicine now sees that Music Therapy 
can be used as a "supplement" to traditional remedies as well as, at times, 
a replacement for pain medication and the like. Music Therapy is thus 
the controlled use of music to achieve goals that are not musically related.  
There are specific goals, and specific means by which these goals are to 
be met.

Music, by itself is a multisensory experience. Listening, seeing, moving, 
and feeling are all important in the music education curriculum, making 
music a natural discipline through which to develop sensory perception and 
psychomotor skills. Music education, in addition to being a valuable content 
area of the curriculum in its own right, can also be an aid in developing basic 
skills in all children. Children actually learn to learn through music activities, 
since music helps develop skills that are necessary for cognitive, affective, 
and psychomotor functioning utilized in all areas of the school curriculum. 
Unlike activities dependent on verbal interaction, music rarely fails to 
communicate with every child. In addition, because of the flexibility and vast Ra
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resources available in music, a single activity can include children of widely 
differing abilities. Thus, music enables every intellect to be challenged, no 
matter how inhibited. Music provides an alternative means through which 
children who are unable or unwilling to speak can express feelings and 
ideas. Specific learning skills are generally grouped into categories such as 
gross motor, language, auditory, and visual. All learning skills can be dealt 
with in any music situation, but some are nearly always inherent in every 
music activity. These fall into the perceptual motor classification, since 
most music experiences involve sensory perception (i.e., listening, seeing, 
feeling) combined with motor acts (i.e. singing, playing, moving). 

Even today, there are those who are unaware that children with 
cognitive and physical impairments can, with effective teaching, learn 
music concepts and skills, and that music programs for them need not be 
relegated to a merely recreational or entertainment level. Of course, there 
have always been dedicated and imaginative music teachers who are and 
were unwilling to compromise their professional goals. Fortunately, these 
individuals accepted the challenge to teach the deaf to sing and to play 
instruments, the retarded to learn fundamental music skills, and individuals 
lacking functional hands and fingers to play instruments. Those music 
educators, who can be found in countries around the world, have led the 
way in applying special education research to music teaching and have 
been responsible for this new aspect of music education. 

People with developmental delays may have delayed motor development 
and/or physical challenges. Playing musical instruments and singing 
are simple ways to demonstrate ability regardless of the sound created. 
Movement to music develops self-awareness. The movement can be slight 
like tapping a desk or a triangle with a hand or finger or large like playing 
a drum or any other percussion instrument. The connection between 
the sound and the person’s movement encourages self-awareness and 
repetition, which can create a learning environment. Adults and children 
with developmental delays can move to music in physical exercise and in 
dance. Such experiences will also encourage social interaction, enjoyment 
and exercise. Because music is time ordered, it is an ideal stimulus to help 
coordinate movement.  Social interaction can take place in group musical 
experiences. No matter how profound the physical or mental challenges are, 
music therapy enhances functional abilities while simultaneously enriching 
creative and expressive capacities.  Music can be an engaging and 
attractive intervention for children with autism. Research has shown that 80 
- 90% of individuals with autism respond positively to music as a motivator. 
The application of music can be used to enhance attending behaviors and 
reduce distractibility, and several studies have documented music therapy 
as a successful treatment modality to engage the child.  There are huge 
inter-individual differences between children within music therapy therefore 
a highly individual approach is necessary. Autistic symptoms – impairment 
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in social interaction and stereotypes – manifest in music therapy process. 
There are many means of application of music therapy within the treatment 
of autism.  Today, Music intervention is also used across various other 
ailments and disorders like cerebral palsy, Downs’ syndrome, Alzheimer’s 
disease, Parkinson’s disease, stroke etc.

We are all different personalities, with different wants and needs, and 
have different ways of showing our emotions. Navigating through this all 
takes tact and cleverness – especially if we hope to succeed in life. This is 
where emotional intelligence becomes important.  Emotional intelligence 
is the ability to recognize your emotions, understand what the others are 
telling us, and realize how our emotions affect people around us. Emotional 
intelligence also involves your perception of others: when you understand 
how they feel, this allows you to manage relationships more effectively. 
Music can be used as a powerful tool to stimulate emotional intelligence in 
children. Music brings out emotions or helps re-experience emotions which 
we have experienced earlier.  Could be a chirp of a bird, a child’s cry, a pet’s 
sound.  Self-discipline, perseverance and determination, responsibility, 
hard work and teamwork are some of the values through which emotional 
intelligence can be stimulated by way of learning a classical instrument or 
by way of vocal music.

To summarize, music is a content area of the curriculum that not only 
strives for the achievement of facts and skills, but provides all children 
with learning experiences that are basic to learning in other areas of the 
curriculum as well.  Children, primarily learn by hearing, seeing, doing, 
thinking, experimenting, moving or any combination of the above. The 
same ways of learning are incorporated through music and arts by the 
usage of hands, feet, eyes, ears and the mouth while learning to play a 
musical instrument or as in vocal or dance.  Learning to play an instrument 
involves the entire brain and helps in its total development and organization 
by utilization of all the senses.  The result is that the child retains information 
and can transfer learning to other subjects.

All teachers today are challenged by the increasing diversity of their 
students, and they all need more effective ways to work with these 
differences. Music is a language that everyone speaks and understands. 
We are all born rhythmical people--we lived with our mother’s heartbeat 
for nine months before we were born. We all live with the rhythms of our 
respiration and heartbeat. The human body and voice has surely been 
used in early artistic self-expression not only by ancient humans, but by 
every child today. If we are to make a strong case for music education, 
we cannot do so merely by focusing on its cultural value to civilization. We 
cannot do so by just discussing what it does for the human spirit. We must 
begin to use the information at hand from the cognitive sciences. We need 
to carry on research on the academic achievement of music students and 
make that information broadly available to all those engaged in educational 
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planning and practice. We need to note the results of music education 
in the improved development of higher order thinking skills, including 
analysis, synthesis, logic, and creativity; improved concentration and 
lengthened attention spans; improved memory and retention; and improved 
interpersonal skills and abilities to work with others in collaborative ways. 
And then we can discuss the joy of learning that comes from listening to 
and making music. When all educators recognize the value of music as an 
integral and essential part of the curriculum, we will see more opportunities 
for all students to be successful.   The parts of the brain that schools 
fail to develop are the creative areas, which we use for imagination, for 
postulating innovative ideas and for dealing with complexity and ambiguity. 
Creative abilities by way of music and arts eventually lead us to generate 
new ideas and discovery, vital qualities that our nation was built on and will 
continue to be needed for the next century.

(Dr. Geetha Bhat is a child mental health practitioner and an accomplished 
veena artiste. She has trained in Carnatic music under gurus Sangeetha 
Bhooshanam Smt.B.Gnanambal, Ganakalabhooshana Vidwan Sri. 
R.K.Srinivasamurthy and  Guru Karnataka Kalashri Smt. E.P.Alamelu. She 
holds master’s degrees in Computer science and child mental health, and a 
Doctorate from London University for her study on “Neuro-Musicology and 
the Therapeutic Powers of Sound and Classical Music”)

With Best Compliments from
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Carnātic music and Bharatanāṭyam 
Common Ideas and Concepts – Different Perspectives

Dr. Priyashri Rao

Dance and music are two art disciplines that have evolved almost hand-
in-hand from times of yore. More specifically, there has always been a very 
close relationship and inter-relationship between the two popular South 
Indian art forms of Carnātic music and Bharatanāṭyam. And hence it is only 
natural that there are many terms and concepts that these twin art forms 
share. In some instances, though the terms employed are same, there 
are differences in the manner in which the concept is applied. The modus 
operandi for Carnātic music as an integral part of Bharatanāṭyam makes too 
for a fascinating study. The basics are the same yet there is a perceptible 
difference. The attempt here is not to compare but probe and to view one 
aspect or concept from different perspectives, to further understanding. 
Let’s take a look at some of these terms and concepts, and their application 
in Carnātic music and Bharatanāṭyam.

Rāga is an important aspect of Carnātic music with its various phrases 
and numerous svara inflections imparting the quality of uniqueness to 
a rāga. With specific reference to manōdharma saṅgīta, a step-by-step 
exploration of a rāga can be observed. In Bharatanāṭyam however, the 
rāga-s and the svara-s are the blackboard on which nṛtta or the creation 
of beautiful figures in space are etched out. For instance, in the jatīsvara, 
the dancer is more concerned with the mathematical calculations of the 
svara patterns. In abhinaya or the representative aspect, the rāga-mood 
association is given more importance. Specific phrases in a rāga are used 
to convey a particular emotion. For instance, Aṭāṇa is usually associated 
with the heroic emotion or vīra rasa as is Śubhapantuvarāḷi or Vāsanti with 
that of śōka or sadness.

Tāla is the other vital facet of Carnātic music. Tāla essays the role of a 
measure apart from being the common factor between vocal music and, 
instrument and percussion accompaniment. The role of the tālā is more 
as a measure in Carnātic music while an underlying laya, intrinsic in nature 
can be perceived in manōdharma forms such as ālāpana and tānam. In 
Bharatanāṭyam, which is a homogeneous art form combining movements 
of the various limbs of the body such as the fingers, arms, head, eyes, 
torso, leg, to the accompaniment of music, naṭṭuvāṅgam, mṛdaṅgam and 
other instruments like Vīṇa, Violin or the Flute, it is the tālā which binds 
these various factors together. In the absence of a specific tālā, sarvalaghu 
is employed. Tāla as a measure is very evident in the nṛtta aspect of 
Bharatanāṭyam, like for instance again in the jatīsvara, very much akin to 
that in kalpita saṅgīta (pre-composed forms) as in a kṛti. Ra
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Sāhitya or the meaningful words of a composition is another key element 
for Bharatanāṭyam, for it is the meaning of the sāhitya that is visually and 
cleverly interpreted and presented with the use of hasta-s and various 
appropriate positions of the feet and postures of the body, in other words 
referred to as abhinaya. In Carnātic music, the sāhitya acts a grip or a spring 
from where the rāga soars and permeates with the poetry in the sāhitya no 
doubt making for additional delightful listening.

An oft heard remark is that the music of a particular musician is bhāva-
laden. In all probability, the reference here is to the appropriate inflection 
imparted to the rāga phrase whilst of course keeping the meaning of 
the sāhitya in mind (in the case of a composition) and the context of the 
melodic phrase (with reference to manōdharma saṅgīta). The word bhāva 
is derived from the Samskṛta ̣root ‘bhū’ which means ‘to be’. Bhāva refers to 
the emotional state of the mind or the sentiment. It is from this point of view 
that bhāva is critical to dance and not only Bharatanāṭyam. The abhinaya or 
the representative element revolves around bhāva and rasa. The dancer 
explores the varying shades of the nine rasa-s or the nava rasa-s as they 
are called, through a musical form.

Saṅgati or sequential melodic progression is yet another significant feature 
of Carnātic music. They draw attention to the different hues and colours 
of the rāga. In Bharatanāṭyam, a similar sequential progression of emotion 
can be observed specifically while essaying abhinaya, when one line or 
an āvartana of sāhitya is interpreted in several ways. At such instances 
necessitating repetition of the line or āvartana in question, saṅgatī-s make 
for welcome melodic variations. Another occasion that involves repetition of 
the pallavi numerous times, preferably with saṅgati-s is in the tillāna wherein 
many nṛtta segments are performed.

Music engages with the aural senses while dance interests both the 
aural and visual facilities. An intellectual stimulation of the senses is 
the combined result of the contributions by the melodic and percussion 
accompaniments. In a typical Carnātic music concert, the percussion 
accompaniment enriches the performance by sometimes going with flow 
and at other times creating rhythmic tension. In Bharatanāṭyam, in the nṛtta 
portions, the percussion in conjunction with naṭṭuvanār (the artist who 
plays out the rhythmic patterns on a pair of cymbals which is incidentally 
unique to Bharatanāṭyam), forms the main rhythmic support for the 
danseuse. The pre-composed rhythmic patterns are adhered to by both 
the naṭṭuvanār and the percussion accompaniment. In the presentation of 
abhinaya though they are quite subdued. Again in a typical Carnātic music 
concert, the melodic accompaniment provides an ideal foil for the main 
performer. In portions like neraval and kalpanā svara there is an absorbing 
exchange of musical ideas. The purpose as an accompaniment for 
Bharatanāṭyam is different. Apart from supporting the vocalist, in portions Ra
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where singing is absent, the musical backdrop is taken care of by the 
melodic accompanists. Here too the rāga-mood or a particular phrase-
mood association is more prominent.

Musical compositions are tangible forms as against abstract forms such 
as ālāpana or tānam. There are many genres of musical compositions, 
both common and unique to Carnātic music and Bharatanāṭyam. Jatīsvara-s, 
a part of traditional Bharatanāṭyam repertoire, are a part of abhyāsa gāna in 
Carnātic music used to introduce the student to the different phrases of the 
rāga. Varṇam-s, usually sung at the beginning of a Carnātic music concert 
are the central pieces of a Bharatanāṭyam performance as the structure of 
the varṇam, more specifically the pada varṇam provides ample scope for 
almost equal presentation of both nṛtta and abhinaya. It is quite interesting 
to note that there is a percussion piece referred to as allārippu played 
by the Tavil artists. An allārippu is the opening number in the traditional 
Bharatanāṭyam repertoire.

There are also a few terms which are used to denote slightly varying 
ideas. For example, aridi. Typically in a Carnātic music concert, an aridi 
is a rhythmic sequence played by the percussion accompanist(s) to mark 
the end of a section. In Bharatanāṭyam, the aridi is also used as a rhythmic 
embellishment, repeated after every nṛtta segment as in the varṇam or 
tillāna and as a cue for the dancer and the accompanying artists before 
commencing a section.

Finally, all said and done, it can be stated without an element of doubt 
that as melody is crucial to music, so is movement to dance but there is 
movement in melody and melody/music in movement.

(Dr. Priyashri Rao is a Carnatic musician, Bharatanatyam dancer, 
Nattuvanar and researcher in dance and music. She has obtained her 
PGDFA in Bharatanatyam from the world famous Kalakshetra Foundation, 
Chennai and a doctorate in Music from University of Madras. She heads 
the dance and music school "Kalasampurna", which trains students in 
Bharatanatyam, vocal music and violin)
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Carnatic Music Teachers and Schools

Teacher/School Location Category Email

1
Anjali Sudhir
(Geethanjali School of 
Music)

Kundalahalli Vocal anjalisudhir08@gmail.com

2 Aparna Chander (Dvani) haralur Road Vocal aparna75@gmail.com

3
A P Rao (Sri Parimala 
Sangeetha Vidyalaya)

Koramangala Vocal aprao2001@yahoo.com

4
Bhagyalakshmi 
Chandrasekhar 

Kanakapura 
Road

Veena bcs1945@gmail.com

5
Bindu nair
(Sanskriti Academy)

Sarjapur 
Road

Vocal bind_meno_nair@yahoo.co.in

6
Madhu Govindarajan
(Shrutilaya)

Sarjapur 
Road

Vocal madhugovindrajan@yahoo.co.in

7 Mythili Suresh Sarjapur ORR Veena mythili_suresh2000@yahoo.com

8
Parvathy Vaidyanathan
(Srijaya Vani 
Vidyalayam)

Sarjapur 
Road

Vocal parvathy.vaidy@gmail.com

9
Dr. Priyashri Rao
(Kalasampurna)

Marathahalli
Vocal, 
Violin

dr.priyashrirao@gmail.com

10 Rajalakshmi
Sarjapur 
Road

Vocal sriraji.raju@gmail.com

11
Savitha Kartik
(Parampara Centre for 
Carnatic Music)

Whitefield Vocal savitahh@gmail.com

12
Shobha Kukke
(Kukke Sri School of 
Music)

hSR layout Vocal shobhakukke05@gmail.com

13 Sobha Mokkapati hSR layout
Veena, 
Vocal

sobhamokkapati69@gmail.com

14
Soumya 
Ramachandran
(Sampradhaya)

Sarjapur 
Road

Violin, 
Vocal

ramachna@gmail.com

15
Sumitra nitin
(natyasruti)

Koramangala Vocal nitin.sumitra@gmail.com

16 S l Srimati hSR layout Vocal On request

17 Vasudevan Marathahalli Vocal ragtal@gmail.com

18 Sai Geetha (ninada) hSR layout Vocal saigeethanarayanan@gmail.com

19 hemalatha hSR layout Vocal camhema2006@yahoo.com
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20
Chitra Srikanth 
(Dhwani)

Koramangala Vocal chitra9@yahoo.com

21
Vasudha Sriram 
(naadamrutha)

Bellandur Vocal Email.vs@gmail.com

22 Radha Srisailam Bellandur Veena Radha_srisailam@yahoo.com

23
Savita narayanan 
& narayana Iyer 
(Swaralakshmi)

Sarjapur road Vocal savinarayan@gmail.com

24 usha narasimhan Bellandur Vocal cslnarsimhan@yahoo.com

25 Ramya hSR layout Vocal Mail2ramyak@gmail.com

No. Teacher/School Location Category Email ID

1 Prabir Bhattacharya Whitefield Sitar prabir_sitar@yahoo.com

2
Chandramouli Rao
 (Swarsangeeth)

Adarsh Palm 
Retreat

Vocal/Violin chandramouli.rao1@gmail.com

3
Murari Sharan Gupta
(Samam)

Red Bridge, 
Bellandur

tabla murarisharangupta@gmail.com

4 Malancha Music school
Vidyarambh, 
Bellandur

Vocal malancha1987@gmail.com

5 Rina Basu Marathalli Vocal rinaatis.khayal@gmail.com

6
nikhil Patwardhan
(Sargam Sitar School)

Bellandur Sitar npatwardhan@gmail.com

7 Rahul Pophali Whitefield tabla tablarahul@gmail.com

8
Manjith Suman 
(Kalanjali)

Sarjapur All manjithsuman@yahoo.com

9
Manisha Mehta 
(Dancekala)

Sarjapur All
manishasmehta@dancekala.
com

10
Aparna Banerjee
(Antara Arts)

haralur All antaraarts@gmail.com

11 Ramdeo Choudhary Ambalipura Sitar shreemarco@yahoo.com

12 Aparna Menon Brookfields Vocal
aparnapaliyath.menon@gmail.
com

13 Kalaangana Bellandur All kala.angana@gmail.com

14 Chitra Fine Arts Sarjapur All chitra_finearts@yahoo.in

Hindustani Music Teachers and Schools

Carnatic Music Teachers and Schools

Ra
nj

an
i F

in
e 

Ar
ts

71



Ra
nj

an
i F

in
e 

Ar
ts

72

Ra
nj

an
i F

in
e 

Ar
ts

72

APPLICATION FOR MEMBERSHIP
(April 2014 - March 2015)

Name of Applicant : ___________________________________________

Age : __________________________________________________

Name of Spouse (if joint application) : _____________________________

Age : __________________________________________________

Address : __________________________________________________

    __________________________________________________

    __________________________________________________

    __________________________________________________

Phone : _____________________    Mobile : _____________________

Email : __________________________________________________

Kindly enroll me as a member of Ranjani Fine Arts. I consent to abide by all 
the rules and bye laws in force from time to time

Date :     Signature of the Applicant

Ranjani Fine Arts,  5081, Sobha Dahlia, 
Off Sarjapur Outer Ring Road, Bellandur, Bangalore 560103

Email : ranjanifineartsteam@gmail.com. Web: www.ranjanifinearts.org

FOR OFFICE USE

Receipt Number : Date : Amount Received :

Membership Number :  Authorised Signatory
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