KALAKSHETRA FOUNDATION, CHENNAI
Monthly Report April 2016

A)  Rukmim Devi College of Fine Arts

The semester examination for both Diploma and Post Diploma ended on 12t April, 2016 and

the college closed for summer vacation on 16t April, 2016 and will be reopened on 16t June

2016. Both full and part time diploma courses applications are being issued.

B) Crafts Education and Research Centre

Showroom sales
Total sales during the month of April 2016:

Kalamkari Rs.5, 32,576
Weaving Rs. 2, 43,766
TOTAL Rs. 7,76, 342
Visitors fees ~ Rs.6,400.00

Executive members of the CERC met with the CAO on 25th April 2016 to plan for a weaving

workshop in June/July 2016.

C) Museum

The month of April continued with the segregation of books of Smt. Shanta Rao Collection,
which is work in progress. Further 48 accessions (50 objects) of Smt. Shanta Rao Collection
was measured and described. The rearrangement of museum artifacts was completed this

month., Kalamkari paintings from the art department were collected and stored in the

museum. .

D) Rukmini Arangam Theatre
The Theatre was used for BASS school rehearsals on April 12, 13 and 15 followed by the

school annual day on April 16
The Theatre was also hired by Rukmini Natyakshetra for rehearsals on 19 followed by their

annual day on April 24-



E) Besant Arundale Senior Secondary School

The school reopened on 15t April for the academic year 2016-2017.

Teachers handling classes 10 and 12 took up spot evaluation in Mathematics, Physics,
Chemistry, History, Tamil, Hindi and Business studies at centers allotted by the CBSE.

The Principal took up spot evaluation as the head for communicative English for class 10.

‘ Workshops:

The students of the school participated -in a workshop conducted by the Institute of

Mathematical Sciences on April 10th.

On April 18th and 19t a workshop was organized by the Chennai Sahodaya school for physics

teachers and representatives of the school participated in the workshop.

AnnuaIDay
The. annual day of BASS was celebrated with much grandeur on 16 April at Rukmini

Arangam. Dr. Thirumagan, Controller of examinations, MadrasUniversity consented to be the
chief guest. Dr, Thirumagan inspired the children to do their duty and to think creatively.
He distributed prizes to the academic achievers in all subjects. A cultural programme
including Kollattam dance performed to Bharatiyar songs, other patriotic songs like
“Mile Sure Mera Tumhara” were performed with the highlight of the evening being a dance
drama of Ramayanam choreographed by Sri. Surya Narayana Murthy.

The admission process for class 11 was conducted on the 21%, followed by the interviews for

the non-teaching staff on the 227, Smt. Renukadevi, a teacher retiring with 39 years of

service was honoured at an informal function on the 22md,




F) Besant Theosophical Higher Secondary School

The higher secondary school public examination got over by April 1 and the tenth standard
public examination ended on April the 11. The common annual examination for class 11 came
to an end on the 27 of April. The extra tutoring for class 12 commenced on 4April and

continued till the April 29. For standards 1 to 9, the annual examination were conducted from

April 5 till April 21.

The class 11 results were taken to CSI MohananHigher Secondary School for verification by
the panel and finally approved and signed by the CEOQ. The results for classes 6 to 9 was taken
for verification to Gopalapuram Boys Higher Secondary School. The results were verified and

approved.

Application forms for all standards were issued on April 211 The admission process was

largely handled by the management staff,



<70

ISSUE 380 MAY 2016

 SINCE 1983

=
g
=
o
B
=
B
=
e
SRR » Bt
=
-1
-
B
P.
L

INDIA’

7816

1SN 0970




s - the way forward

Bharatanatyam bani

re there banis in Bharatanatyam?

“Yes, there are.”

.

“No, there are none.”

With- such polarised reactions, bani has become a contentious term in
Bharatanatyam over the last few decades. In the nineteen forties, fifties and even i
in the sixties it was common to speak of the Pandanallur Bani, the Vazhuvoor
Bani, the Thanjavur Bani and the Mysore Bani. These took their prefixes from |
the names of the villages and towns from where the prominent natyacharyas i
hailed. And these gave a suggestion to the connoisseurs to look for the distinct 4

graces of each bani.

Sometime from the late seventies it became a questionable matter to speak
of banis. As all the banis had common adavu and abhinaya codification,
it was argued that there is no such thing as bani and the difference was only
between good and bad dance, determined by their grammar and technique.
Perhaps the tendency to place one bani above the other might have
prompted such a vehement denial of bani. Matters reached a stage that
whenever there was an attempt to point out a feature in one bani, it was
pronounced an aberration,

In music, bani is an accepted fact while it is common knowledge that all |
the musicians adhere to the same tenets of melody, rhythm and lyrics. An |
Ariyakudi bani is distinct from Semmangudi, Madurai, Mani, Alathur or GNB |
bani. The hallmarks of each bani are recognised, relished and appreciated |
by the cognoscenti as well as-the lay audience. In. literature too there are f
different styles, called “nadai” in Tamil. These may refer to a period or a ;
particular author. It is only in Bharatanatyam that the mention of bani has

acquired a negative connotation in certain quarters. !

A fiame from the Vazluvoor bani display at the exhibition curated by The Sruti Foundation
at Kalakshetra

e
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Sujatha Vijayaraghavan

The natyacharyas who migrated to
the cities from their native villages
were aware of the special features
of their own banis' and those of
the others and each one held his as
sacrosanct. They maintained cordial
relationships with each other as very
often they happened to be connected
by relationships through marriages.
And they respected the art of each
other and would refrain from any
kind of criticism.

When asked to speak about the
differences in the Pandanallur and
Vazhuvoor  banis, Natyacharya
Vazhuvoor Ramiah Pillai went on
record saying that the Pandanallur
abhinaya was descriptive while
the Vazhuvoor school preferred
the demonstrative, and explained
with reference to the padam
Kaalai tookli.” Decades later when
I interviewed him he said that
every style was beautiful if it was
properly executed and stated that in
his own bani “Adavukkey bhavam
undu.” (The pure dance movements
themselves have expression). He
demonstrated it with the opening
movements of the alarippu where
the tilt of the head and the darting
glance communicated the joy in
execution.

How does one define bani in
general?
The aesthetics developed by

each parampara through several
generations would be the hallmark
of each bani. It is not static but flows
with the sensibilities of the guru, who
cherishes his tradition and enriches
it with his own contribution. It has
its stamp in all the four branches of
abhinaya — angika, vachika, aharya
and satvika.




In angika, the manner in which each adavu is executed bears a distinct stamp
that is at once apparent. Speaking of vachika, the kind of music and the
repertoire are found to be specific to each school while some popular numbers
arc included in all the schools. Aharya is another pointer in the visual aesthetics
of the bani, and satvika shows the differences in the approach as well as
execution of expressive dance. The variety that the banis offered made each
dancer unique and the same item handled differently by each of them had a

freshness and spontaneity.

The natyacharyas guarded the intricacies of their banis as the intellectual
prapetty of their family and never revealed them to any outsider, including
their own disciples. They imparted the art and hid the craft. Some of them
were of the view that the art once mastered and ingrained in their disciples
would enable them to proceed on the right path instinctively when they were on

their own,

The last couple of decades have been witness to the merger and vanishing of

the banis, which is a matter of concern. Kalakshetra had codified its bani
from what had been imparted by Pandanallur Meenakshisundaram Pillai and
Kattumannarkoil Muthukumara Pillai. The individual disciples who had
learnt from their gurus adhered to their banis for a few decades. But the
passing away of senior natyacharyas created a void. Some of them had no
descendants and some had descendants many of whom did not choose to

continue the profession,

Some senior dancers moved away from the banis and created their own version
of what they had learnt. Promising young dancers started to leave their initial
gurus for various reasons and moved to others from different banis. A few young
dancers struck out on their own and tried to build their own repertoire
choreographed by them. Lacking an awareness of the basic principles of
chorcography and aesthetics, they tried to include whatever caught their fancy,
resulting in a patchwork that did not jell. Without the watchful eye of a senior
guru to point out aspects that were unaesthetic or not consistent with their own
bani, they lost their identity. Since a number of dancers are now including
common fancy aspects, there is a cookie cutter sameness in every dance and the

body language.

A frame from the Pandanallur lineage

5. JANAKI
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Natyacharyas who were not
performers themselves imparted
the movement while seated and if
needed would demonstrate themn.
And they would hone the student to
perfection until the movement suited
the body structure of each pupil.
V.S. Muthuswamy Pillai’s prime
disciple Dominique Delorme said
that whenever he learnt an adavu,
the guru would correct it limb by
limb. After the pupil was convinced
that he was doing it to perfection,
the master was still not quite
satisfied. “Style wanted” would be
the terse comment from the gurn,
who would then demonstrate either
a turn of the head, the angle of
the chin or the holding of a mudra
that would breathe life into the
movement. Such training preserved
the individuality of each pupil,
while the basic execution ensured
the high standards of the bani.

Mannerisms are sometimes
mistaken for the special graces of
a bani and this leads to fostering of
clones of their guru: Semmangudi
Srinivasa Iyer was often heard to
tell his pupils not to copy
him but to learn only what he
taught. “Due to my age and
voice problems 1 may produce
certain tones. Don’t try to copy
them. You should learn to retain the
saaram (the essence), and not the
chakkai (the wrung out pulp).”

A pupil, who had gone away
after her wedding, returned after
six months and showed her
guru Rhadha that she had been
practising every day. Rhadha
watched her for an hour and
remarked, “Good. T see that you
have been in practice. But you
have also acquired quite a few
mannerisms  which need to be
weeded out,” Since dancers cannot
watch themselves while dancing,
unlike musicians who can hear
their own music, they would not
be aware of their mannerisms or



L

LtoR: K.R'.R_adhakrishnan, T.K. Mahalinga

L

m Pillai, V.S. Muthuswamy Pillai, Vazhuvoor Ramiah Pillai, Vasanthi, Kamala, Rhadha and K.J, Sarasa

at the National seminar on Bharatanatyam traditions organised by The Sruti Foundation in 1989

mistakes. It needs the eye of the teacher to spot these flaws
and help the student to get rid of them.

In 1989, the Sruti Foundation conducted a national
seminar on bani or traditions in Bharatanatyam, in which
senior natyacharyas of five paramparas participated
(sce Srufi 65). The Thanjavur bani was presented by
K.P. Kittappa Pillai, the Vazhuvoor bani by Rhadha
and Sujatha Vijayaraghavan, and the Tiruvidaimarudur
lincage by Gurus TK. Mahalingam - Pillai and
TK.  Kalyanasundaram  Pillai.  Vaitheéswarankoil
Muthuswamy  Pillai - presented the art of his guru
Kaltumanparkoil Muthukumara Pillai and his own
innovations,  while  Guru Dakshinamurthy — Pillai
represented the bani of K.N. Dandayudhapani Pillai. In
day-long sessions the banis were analysed in detail with

demonstrations by the respective disciples. The proceedin gs i

of the five days were recorded with the purpose of
making them available for dance schools and institutions
where Bharatanatyam is taught. One DVD on the
Vazhuvoor tradition was released more than a decade
later. If the other four are also released with subtitles
in English, they would go a long way towards helping
the dancers and teachers of today to go back to the
roots. (Unedited versions of the seminar sessions can be
obtained by placing an order with the Sruti Foundation
— Editor). i

The recent seminar by Kalakshetra brought the bani into
focus again. With sustained efforts to reiterate the image
of the banis, Bharatanatyam can regain the lost glow and
grace of the traditions that enriched the art more than half

a century ag_b.

(The author is a writer, musician and dance scholar)
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Various views on bani

“the “‘Baani 2016’ conference and
festival; hosted by the Kalakshetra
Foundation in March, presented

a galaxy of persona in Bharatanatyam,
with” veteran viewpoints and experiences
shared  through ‘insight’ - lectures and

demonstrations and performances over six
days (11-16 March) in Chennai. The word

Indira Rajan

Nandini Ramanir
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- Whenever practitioners demonstrated

- presence of a visual dialect, With pieces
going back just a couple of decades, or

‘would have had a single.vetsion of a

Pushkala Gopal

‘bani’, as explained by scholar Dr. R. Nagaswanty, refers more to music,
with an equivalent word ‘pravritti’ to be found in the Natya Sastra, In the
Indian classical music world, the concept of bani or gharana is indicative
of a style or a school which has a prescribed form and, when performed, is

.easily recognisable by the aficionado. The north Indian ghaianas pertain

to places or courts whilst the Carnatic banis are mostly artist-led. This
term must have come into being in the natyam or dance tradition, when it
was led primarily by the oral tradition, that is, the nattuvanals who were
also the makers of the repertoire and the ' ;
nartakis or dancers. o

Does Bhafatanatyam and its scene today
have the same scope to be preserved, or
defined by the bani?

Prof.  A. Janardhanan corroborated in
his talk, that bani was synonymous with
shaili,vazhi ,paddhati,andsampradayam.
The demonstrations that one saw across
the board, had their own tale to tell.

vintage repertoire, one.could see the

R. Nagaswamy

A._..hlllﬂl'll‘ll?lllml

with spontancous abhinaya expositions,
the lines of exclusivity of style were
blurred. For instance, we- saw Aduvum
solluval performed by in(ind Rajan,

Urmila Satyanarayanan, and Lakshmi .
Viswanathan. What- was exemplified
was the individual skill -- you could not
identify bani particularly - which then
sets up another line of inquiry: Is bani -
defined by the nritta forin with the item
content, and is abhinaya ex-bani?

Nandini Ramani’s demonstration in
the Kandappa Pillai-T. Balasaraswati
bani, emphasised that the artists do not
change, add or vary pieces learnt, in any
way. This must apply to pieces involving
nritta, You cannot imagine that Balamma

padam. Again in the nritta content of
the Pandanallur = style demonstrated
by Meenakshi Chitharanjan, or in
the presentation of the Vazhuvoor
tradition by Sujatha Vijayaraghavan,
the stylistic content of nritta in the
different banis was highly - discernible.
Some demonstrations highlighted the
approach of the nattuvanar, notably &



Thanjavur  K.P. Kittappa represented
by Sudharani Raghupathy and Narthaki
Nalaraj.  Lakshmi Viswanathan gave

us ‘insights into Kanjivaram Ellappa

and his compositions, and through the

film on M.K. Saroja’s dance we got a
heady ‘whiff of the Kattumannarko:l
Muthukumara- Pillai legacy. The words
precision, charm, grace, fluidity, dignity,
beauty... and so on were descriptors of
muny of the banis.

[t-seems (hat the banis with a robust and
live presence are those where the dance
technique is inherited or passed on, with
its oral traditions and repertoire intact and
practised over a couple of generations,
whether they are direct family or the
disciple - family. To 'substantiate this
was the Tiruvidaimarudur family led by
Guru Kalyanasundaram Pillai. In future
decades it is quite possible that they

‘Sudharani Raghupathy

‘Narthaki Nataraj .

would be recognised as the Mumbai
bani, as it is, the Rajarajeswari

‘bani! Guru Kalyanasundaram was

quite emphatic that banis should
be named after groups or places
and not after. individuals. But this
becomes difficult when you (ake
Padma Subralimanyam-who within
a few decades has created her own
holistic material — natyam and
sangeetam — and sustained it over
a couple of generations with its
own technique and repertoire; it
consolidates & Padma bani quite
naturally. In her demonstration,
Padma mentioned several teachers
she had learnt from, apart from her
research based movement. When
you look at the. outcome, it feéls

like" those were the ingredients

and that she created originally, the
recipes and the identity of W]’ldt is
linally served,

Whenever presenters talked about
past masters, like Vazhuyoor
Ramiah Pillai, Rukmini Devi,
Kanjivaram Ellappa, you could
see that the aesthetics and
the nuances perceived by the
masters, including the most recent
‘queen of abhinaya’ Kalanidhi

- Narayanan, which was applied in

their teaching, contributed to the

setting or enhancement of their

banis. Guru Herambanathan talked
about bani being like a banyan

tree putting out its own kalais or |

branches — some of which would

Dbecome new trees in their time.

Kalakshetra clearly took off from
the presence of Panadanainallur
Meenalshisundaram Pillai,
Kattumannarkoil -~ Muthukumara
Pillai and Karaikal Dandayudha-
pani- Pillai. In fact. the famous
Roopamu  joochi jatis, - which
any student in ‘every branch of
this style learns, are attributed to
Dandayudhapani Pillai.

Taking Kalakshetra, again, best

known for its standardisation of

technique, even within the nritta
dimension you can see variations

Meenakshi Chitharanjan

Lakshmi Vigwanathan

in the delivery of tlic tectmana

adavu ° Kitatakatarikitathom — or -
the basic natyarambha: position of
the arms. In the demonstration of ‘
abhinaya at the conference the group
— made up of N.S. Jayalakshmi,
Shanta  Dhananjayan,  Savithri -
Jagannatha Rao, Kala Ramesh Rao
and Ambika Buch — brought out .
that the aesthetics provided scope for
individual expression and creativily,
whilst it was more natyadharmi in
comparison with other abhinaya
presented in the com"crcnée The
aesthetics  were  determined by
Rukmini Devi at a time when there
was a push to highlight the subtlc
nuances of Sadir-Bharatanatyam and
make it discernible as a dignilicd
classical form which moved away
15 @
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A

from the more direct lokadharmi abhinaya of the period. The |
dnnch‘drmna demonstration, in fact Allustrated  how !
Rukmini Devi took movement from other styles. This |
would have been a very significant move away from bani |
techniques  of
Bharatanatyam would continue to be applied in her
chorcography. In her work you clearly see her own style,

and Bhatatanatyam,  although the

regardléss of where the original material was sourced,

recejve different slices of their guru’s time or experience
based on.factors of geagraphy, evolution and the capability

rhy(hm, movement and literary capabilities, -with -~ a

commitment to be with their chosen form, without another . . .
‘profession’, If that is the case for individual teaching and | set a new bani, ‘with his briga oriented: and straighl- -

leaining, in an institutional environment, there are too | note gamika -approach to ragas.- M.L. 'V;rs-qnllmkunmri,_

many inputs from a, variety of sources, at different levels. | S.- Kalyanaraman, and V. Ramachandran were followers
I would argue that institutions are able to favour styles  of this bani. Ariyakudi’s bani referred (o (Ive kutcheri
and establish an identity — but does that make them create ' style, apart from techniques of alapana. The Tiger stylc

- was distinit in the early 20th century but.did not enduic

a bani?

Lo R: f\m'lJiim'-Bm"Il, Kala Ramesh Rao, N.S. Jayalalcshmi, Savithri Jagannatha Ruc and Shanta Dhananjayan .
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and piresentation of the Tiruvidaimarudur bani by Guru Kalyanasundaram and members of his team representing generations of the lincage

‘The younger dancers, who spoke in the panel discussions

for most part, except for those nurtured in;a traditional
lineage, seemed to have a less distinct view aboul bani:
aesthetics governed their choices. Covert infljcnces via the
web from ditfferent sources adds to the repeitoire or woik
of the younger generation, leading to a further diffusing of

the bani identity. s X il

: 3 : 1 . The two demonstrations of abhinaya B by Jamuna
There are several influences. which prevent -the. descent *|
and spread-of the bani in its original form: Firstly, holistic |
-knuwledge is rarely shared, or to be fair, differentdisciples |

Krishnan and Bragha Bessell ~  representing Kalanidhi
Narayanan’s approach, again asks the question -of how
this can beé a bani, where individualism “and a personal
approach to literature is developed. It can, if bani relates

EE S R s P : [only to teaching methodology and .if the outcome of
of the said- disciple. Lifestyles of the proponents ofily | having.‘a recognisable common identity is not a pre-
occasionally throw up-the ideal disciple who has melody, | o o ; i

requisite for bani.
Looking at the Carnatic world,.GNB was said to have. ”




hmum il halthm : l!raglm B[SHL‘"

well |u yougl his lifetime, HIS disciple M.D). Rdnmn'ltlmnf

hand Sunigiie style but seldom do you hear ubout his bani,

becanse” . bani needs an’ unbroken lincage :lild people |
whorcarry. forward the styhstlc exclusivity, Hlstmy may |
:ll.l\llﬂ\’;’!CdL,C ihat he was a one-man bani! Many of toddy g

successlul practitioners will admit to having more thanone -
peiform at sabhas on

+a regular basis. Both

influcnce in their musical training or approach, whilst 4
- ew would haw pursur.,d their own creativity. The Lalgudi.

*buni is a live, distinct force. There is still the identity of the - _
-methodology. “developed -

Dhanammal bani allhough direct disciples are on the wane,

Just like it is common among dancers to leam abhinaya 7
» their agsthelics.

- from one teacher and nritta and nritya from another gury,

S miany musicians haVCJust learnt a padam/ javali repertoire
Mo the Dhandmmdi or Brinda Mukta bani. Practitioners

. willi thisa pproach-cannot clain to be within a bani althou gh

e |)ll\V']|dS
~ Moern, Hlmmtanalyam dancers Prof. C.V. Chandrasekhar

imel oV Dh.llldlljdydﬂ made. points abou{ exp anding
Tronu h.m: Ch(ll'ldldbk.kl'ldl said he was open to adaplig |
movements from other ‘styles whenever they. appealed Bh'lral.maiy'un over time in these parts with sehol s

(o h“urn :tc.lhpt[cally. Iis- stint .in the northern states’ of

Cliaviiitahi ngdngdpul .

C.V, Chamhaﬁel\hm

the country gave: hlm ample scope to creale new puul.

he was among thc‘
earliest to . come out ' g

of Kalakshetra to
acknowledged that the
in Kalakshetra governed

The = demonstration on
the Mysore * style by

: s Bz : P © Dr. Choodamani Nanda-
nothing precludes them from c:eahnghen own bani from " gopal, -~ identified  that

- there are four  distinct

- Dhananjayan.said that he was presented with the challenge
of creating solo margam picces for' the male dancer s
V.I. Dhandingayan

schools where (he training methodo[o,g,y dl](l Ihc conlénl
of presentation arc also distinct, that is, Kolar, Nanjangud,
Mysore and Mugur, Royal p:lt] onage cantinued (o nurlure

composing plcu,s long before thosc trends Jn the .slylc

Classical Dance Hertage of Kamataka
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which came out of Thanjavur. Having said that, Kdma(dka boasts of ‘many
‘pravtitioners who are from non Mysore banis, too. '

MK, ,Smo;a sald bam is like family. Going back (o the term gharana,
Ahers s the implication that there was a ‘home’ base for the lcc]nuquu and
Ahew links within“a bani whether it was made up of tamilial lincage or tlie
.i.||\.l -parampara. In fact, Guru Kalyanasundaram spoke of relationships
liciwven the various banis historically, whein gurus moved or mirriages
ol ;ﬁl.’n:c between scions. Basically, at onic time all . were conneclcd to

| I' TV

'Wv I|II"",(| discussion on the Melattur stylp and the Dandayudlmpam slyIL It
is possible some branches are moving towards becoming relics.. Vazhuvoor
~ Senthillamr, in fact ﬁilEqu some heirloom jatis from his grandfather Ramiah
Pillai’s [wuxun,as dlrJ clw'tmtmalal Suresh, from the'S. K. Ramrathnam1epulmlc

LfAn attempt to demystn‘y banls

; llm\ did the idea of the' bani fesnval emerge?

CThe seed of the idea was planted by Dr. Padima Sublahnmnyam We Iis I[ that

Kalyhshetra, as the premier institution for the arts, should host a seminar
"lm-hnuhtmﬂ an important part of our cultural history. The aim was to’ lnok at
dilleent streams of teaching: as something that dcﬁncs bam as more than® just
»|' |l 2 :

Isn: uthuimu.ll lmcllm[, \'uy different from traditional ways of teaching?

New that s why il s importaint for us to h:ldgu the gap between old and new.

ety ul qu,hmg Hois [mpmtant to iuncmbet where we come from and

(he values, cihics and phrlo‘;oplly behind these schools of thought. Studenis of

(his "LIIL‘MfIUIl and yofing teachers have not had the oppor lunrty of mt(,rcnc.tnu,
with these preat gurus, Tliis fesllval 1S one way ofmn oclucmg our hmto:y to our;
students. Tt nml\cs us reflect on where we have come fmm :

-l wwhiat way l~. I\alululntl a pos:tloned well to host a festival of this nature?

Kalakshetra is not just an institution, but stands as ev:dencc of the past. 1t came
info-being al an important time in our political and wltm.tl history - when
culture was being redefined and people were taking pride in everything fndmn

- Ruikmini Devislearnt from a traditional nattuvanar but took dance to another
“stipe nrwolutmn by mblltu[mnallqmg it. She redefined the way Bharatanatyam

Cwincacen by adding her touch of aesthetics and idea of form — to such an extent

(hn |\.l]rlkb]'lctl a itself has become a bani. Today, we in Kalakshetra proudly
ke t\"l‘w(lfbb our rools and hope to be a platform for similar seminars.

Wit iwere the important tultcnways- from this festival?
1l there is now 1 better- understanding of whal ‘bani™ means. 1t is a waord
Swlhiehowe Sl oosely vse without undelslandmg its depth. The one thing thal
ot e ikers mentioned was that there is no one word translation for ‘bani’ us
il Joade « wilh layers uf memory. Everyone agreed [lmt bani is & dynamic and
Hmvmb lm(htmu that carries within its main river, many othc1 tributaries. Il was
hmul:lul to see the rdumly ufca(,h bani emerging.. ‘

Were you ahle m.tlml representation from all the rccogniscd banis?

- We were Tucky. 1o have presented most of the banis Kknown today, Of couise
Swe ruu[u‘ not: pthcnt a. few because of lack of avallabthw or other ]ng,ﬁtl(s

i % SRUTT May 2006

It was of gieat value to see seasoned . -
artists share their prescrves and onc
would hope that a documentation
project would be the next stage to
record these banis for posterity.

Priyadarsini Govind, Dircctor - of
Kalakshetra, is to be congratulated
on having brought together many
gurus and practitioners who shared
their work on a comnion platform
enlig ;,htc.mn g 1mny

(The _author is the artistic director t;l’

Sanskritl UK, 'a Bllﬂl.ltﬂlhilvllill (Iamur
teacher, wm‘m and Lnnlposel)

but we did have a i HIMIL ul’
reprcseutat_ion‘.

Any plans for snnlltu seminars nf
festivals in the fllllll(.‘

We were happy with th¢ response.fo

the festival and | fecl.it is impaortin

for Kalakshetra to doc ument Ill\lm\

for posterity. We are only éar Fying on

the vision of Rukmini Devi— which
was to instil in the young a pride in’
our cultural heritage and awareness
of the beauly of our art forms. Tt is

one of the-small contributions we

~can make to this river of ait (ha

flows on.

Priyadarsini Govind
in c'on.vers.ation with -
Anjana Ana_nd




gTh(é" Baani confest

aani = 2016, organised |

# by the

~ Kalakshetra |
" Fowidation - in ‘Chenpai,

win it chmmendable “initiative ‘to

create i space for deliberations on

«the lascinating - concept of bani.in |

‘ Hh:n.nmmtt'_vnm':Tl:esix,—dnyconfest,
held Bl-16 March, in the aesthetic
preeinets of the Rukmini Arangam,

- broueht under oneroof some of the |
et and Toreimost practitioners of
vt banis, schalurs,  writers,

el dents of dance, Tt began

ou i tauspicious note with (he |
lphinngy, ol . (he ‘Iu|l|n|ﬁ‘!uk,ku,
Jre s by dignitaties and an |
Vigiemplu sessicn ol “nbHinaya |

el palis ':I)y' Tndliesy ‘I_{-ujén to

b vocal caccompaiiment  of

Jasimala Pandian. Although the |
tangiral session was' interesting, |

it-nvershot the imark -and delayed |
the proceedings of the day by more |

i in hope!

i by hind: three major sessions
i e forenoon, The invoeatory |
dani'e presentations every moming
wi e adeliphi S one or more
: '_vii|||_|:"':l_z||,|(‘ul's presented an item or

Sl |;-,I‘|I'i11|i|ﬁ'i'r11 the silient featiires
- N.S. Jayalakshmi, Shanta Dhananjayan, Kala Ramésh Rao, Ambika Buch aml

ol hani [u\,\"l':i(:'ll-l‘lu‘zy I}elongcd. i
Savithri Jagannatha Rao), Tanjavur (a session each by Sudharapi Reaghupathy :

Tl followed by an “Tnsight |
léctm T preseided by legends in the
el ke Prol CVClhandrasckhar,

I

Py .\'uhn":lllmnu_‘wlni‘ in h’.’m.\:;r'uvml Gita

Pado . Suhrahmanyam, |

) * Herambanathan, Jayakumala Pandlan, tdivs Rajan,
Kalya:msumlnrugn Pillad, his wll"c NMythitinnd Priyadursini Govind inaugnrating (he festival

Lakshini Viswanathan, and V.P. Dhananjayan. Their sessions. provided valuable

insights into their jndividual pereeplions ol bani, as well as (he pcdngogy, repertairy,
and aesthetics' of the art they practise- and pursue. One morning had scholar
Dr. Nagaswamy trace the term- ‘bani’, while another liad the younger stars Ramy
Vaidyanathan arid Shobana present-their tike on Individualism vs. Bunil

on {raditional banis. The banis covered in detiil in this segment” across Siv

days were the Vazhuvoor. .(main. prisenter Sujatha Vijayaraghavan - wili

Urmila- Satyanarayanan, Swamimalai Suresh, and Senthil Kuniar),” Kandappa
T. Balasaraswati - (Nandini ‘Ramani), Pandanallur (Meenakshi Clitharanjgn).
Mysore (Choodamani Nandagopal), Kilakshetra (a prolonged session présented

" The second session on each day was lightly packed with two ‘lecdem Sessiony

by A. Janardhanan, C.K. Balagopal, and an all-women group comprising -

and Narthalki Nataraj) and the Tivuvidaimarudur bani (T.K. Kalyanasundaram
Pillai). Kattumannarlkoil Muthukumnra Pillai’s bani was introduced 10 a bricl
talk by Ashish Mohan Khokar alpng with a short film on his mother M.K. Saroji

‘ i : - - prime disciple- of Muthukumara Pillar.

tatk  with

: film clippings on *Dance i
N T :

Two sessions were devoled (o the abhiraya

and Bragha Bessell, Tn mE_n'u cases i
one, better planning on the part ol (i
organisers could have piven shape (o oii
-composite, well coordinated presentidion

hand, more time could have been. alloticil

' ‘ 19 @ SRUTE May 2011

by disciples of the same guru, On the ather -

V.A.K. Ranga Rao presenfed an ilustrated -

ol guru Kalanidhi Narayanan, presented by
her disciples —-veteran Jamuna Krishnan

to the presentation of the four slreams ol .
the Mysore bani which wis compressed -

)



.nw:m and Kalanidhi-at the Srrm ;xhﬂnll(m '

L l'mn*lrlrs uI"anrl Amnm. Bulnsm
o t'mc‘%;ession blmllﬂrly,,ﬂ session each cou]cl have I"he phole t‘(hIhIlIOH orn Bam Lumted by the Slull )
Im T .Iwnlcd to C‘nwn .’\ITIITI:! K.N. deiayud!npdm Founddllon was big draw. It“’d‘yclL‘:”'lCthd”)’hl'l{)W'L‘EI‘;LII )
Pt and the' Melattur bani. With stalwarts who are past | -in oneofthe Lnll.uzu‘. onall the six days. Cumblmn}: traclition

seventy - like Vyjayantimala Bali, Padma Subrahmanyam, = and Mh"”'“by\ it_had blown up portrails'of natyucharyis,

'.uu!ln.uunl Raghupathy, and some Kalakshetra veterans ~on dispfay along, with LCI) monilors W"h'”"""”‘& ""'l”'
devoted to dirTerent bani- Imcagus, :

\\lln learnt abhinaya from Gowri Ammd 11 was a rard. | :
g nunpy Ioa[ at lhc lmnl seminar. oy . Dancq'wril:c‘rs'.:lml critics Leela Venkataraman and 8. Jansik,
; ) ) T .. presentcd their concluding remarks’ on the confest.during
7 \rm Ahe. prcqentu(mm by senior practitioners (most of the valedictory session on the last diy,

wilnine excceded thc allol[ui time) it was a welcome move, '
i Ill\u]I\L the! yuun;‘m daneers, teachers, musicians and

wateriin paigl di.stussrona on various aspcets of the bani
i \LI‘ asa resull ol nvuall poor time management, the
. minds nfrm(luvumm whn Ilve,d indifTerent w[ldg es whiv h\
L | l[lhl.ﬂh'u[!)ll‘a hird (0" be curtailed as they began well gave the pani. its name.”  The corpus olt adavus, julis,
LS hochtimie, As a rosully fhey  were mostly viewed .l)t‘(ngU} y, il repertoire, its music, and acsthetics. [(l[,L”ItI
i e hsgrenming rather” than by a live audience. The ~make a bani“which is an organic and dynamic enljiy
I PH’L”’““““- Ple“LH' by a doyen was a fitting . coriched by its custodians and practitioners. ' The festival
iln e (he day’s. |)IU(.'L‘L(I|III\L,‘-» Senior exponents who ' on banis in Bharatanatyam was a-timely event (o (thio
wieal the audience were Rhadha (Vazhuvoor), Padma - light onits raots, (o deliberate, retrospect and (Ioumu I
Sibeahmanyam, Al’mml “Valli (Pandanallur),  the = the evolving contours of the nut lmm al-a lnm' when it 1. _
BN .r‘.l JMm veterang, and Vy].lyant:mala Bali. C i going yf()hul e AL

The confest helped to bring into focus scveisl aspegts ol
the bani. As Gura Kalyanasundaram suceinetly pul it-an- -
his maugural speech, “Banis were horn. out of the ereative

I)mru- stullcnts having a chscussmn ‘lt the cﬂﬂl)ltlﬂll on hmus vmutu:l hy The Sruti I‘ounrl.ltlﬁu

" ~_SRU'H-. May 2016 ) mm‘uswun‘n|ssi';1<,\|.ak311!;'¢'lzn.\rmuw-..»:. ; ) g G E :





