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Ashok D. Ranade: Vanraj, I would like to know about your studies in
Indian as' well as Western music before we begin discussing your specific
contribution to film music .

Yanraj Bhatia: Well, I started learning Indian music at school because
music was part of the curriculum-I was pretty good at it. I went to New
Era School in Bombay where music was then compulsory for everybody.
Later on it was an optional subject for students. It was a very good school
and I learnt the basics of music from kindergarten onwards . At home too
we had teachers who came to teach classical music to my mother and my
aunt.

Our music teacher was one Dr Kulkarni. The poor man died in a car
accident in '42. Around that time Singapore fell to the Japanese, many of
the Chineseof Singapore fled to India, and a lady, Miss Yoe, came to teach
usWestern music at New Era School. This was the first time I was exposed
t~ Western music. I was so thrilled by it that I started taking private lessons
wllh Miss Yoe. She was only there for three months and then again we went
back to Indian music at school. The Western music interregnum had only
been an experiment. But the effect Western music had had on me was so
str~ng that after Miss Yoe left, I started taking Western music lessons with
van~us teachers . In fact, by the time I went to England to study Western
~USIC at the Royal Academy of Music, I think I had studied with every
smgle teacher of Western music in Bombay. Everyone, even Melli. I we?t
to these teachers not always for lessons but for discussions. My main
teacher was Dr Manek Bhagat with whom I studied for nearly four y~ars .
Andhe was wise enough to realize that I would never be a pianist-which I
Want~d to be. So, instead of bothering me too much with keyboa~d
exerCises, he took me through the entire gamut of keyboard works ID

~estern music. I went through all of Beethoven's piano sonatas, all the
Iozarr piano sonatas, all of Bach's keyboard works, all of Brahms,

Schumann, Liszt, Chopin-though I could play none of these wor~s
perfectly! But that was not the idea-Dr Bhagat really wanted me to galD
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some know ledge of Western music. So , when I went to the Royal Academy
in 1950, I knew practically all the keyboard works in Western music­
withou t bein~ ab le to play them well! I had a working knowledge of the
tec hnique , which is very important for a composer , and I was already

. .
composing music.

Ranade: You were composing music?

Bhatia: I was already composing in India. I was studying at Elphinstone
College. doing my honours in English , and com pos ing at the same
time-not great music, but I was co mposing ...

Ranade: Were you intereste d in composing right from the beginning?

Bhatia : Yes. Right from the beginn ing, the very beginning.

Ranade: Were you not influenced by the ope ra?

Bhatia : Not so much in the beginning , but later on, yes , very much. In the
beginning I also remem ber listening to .. . That was another accident!I ~ent

to see a movie called Grear \Valls an d came home to playa tune from It. 1
used to come home and play the background music that I heard in any
movie. I had that kind of memory. So I played this tune from Strauss.and
asked my teacher: " What is th is tune?" She said it was from La Boheme.
She didn 't know. So I went and placed an orde r for La Boheme and listened
to the opera at least ten times . I never found the tune, but in the process!
became so fond of La Boheme th at I ordered another puccini opera and
then a Verdi opera . And then I went to London. I remember my first ,.is!!
to Cove nt Ga rde n where I saw Boris Gudunov- Tyrone Guthnes
production. I was overwhelmed by it. I had taken up lodgings not , ery lar
from Covent Garden- as a student you co uld ge t tickets o r standlOg room
at the thea tre . Th e days for ope ra were Monday, Wednesday, Thursday.
and Sat urday . Saturday afte rnoo n was balle t, Saturday evening was ope~
and sometimes there was op era on Sunday as well . I used to see the o~
every single night ! I th ink I have seen Stra uss' s Det Rosenkavalier, which
was my favouri te. at least 50 time s. A nd so I discovered Wagner. I went to
the cycle- the Ring cycle- at least four times. I saw it standing, mind you.
as a student! I also we nt to Vien na where I saw two operas a day: there"as

. ' . ' there
a special afternoon show at th e Opera Co mique and in th e evening

. ' . 'I Ion!was the usual performance at the Grand Opera House. This wasn .
afte r th e war-the main opera house hadn't co me up yet. . 1

So a passion for th e opera has been with me for long. A lsoa paSSion ~
listening to music. I am less of a listener now because I don 't have a Slng~
record a t hom e. I have the time , but I don 't have the inclination to hslen
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music-s-unless I am required to .

Ranade: After studying Western music you must have thought of your
caree r?

Bhatia : You sec , I had always imagined my caree r lay in the West. ButIhad
to come home because of family reas ons. Your career is actually waiting for
you wherever you are, isn' t it? Now I can 't imagine what kind of career I
would have had in the West. Perh ap s I would have been composing music
like many other Indians who have se tt led in the Wes t. Th ey sound like any
oth er composer out there , you know! I have great respect , though, for
Naresh Sohal and Paramveer. Fo r th at matter, many of the other Indian
composers in the West also deserve appreciation for having done wellthere.
but they don' t sound any different fro m othe r Western composecs. I
wouldn't have wante d that to happen in my case . So I think it was
providential that I had to return home and th at the pecuniary situation
prevented me from getting back to E urope . I had to stay here and makea
career for myself-composing music for advertis ing films, documentary
films, and finally for feature films. My first feature film was Ankur.
produced in '74 . Th en onwards, I com posed music for many films byShyam
Benegal.

Ranade: As you have been well exposed to both the traditions, which
feature of the Western musical system att rac ts you most? .

Bhatia: The dynamism. I have often compared Indi an music to a lion in~
cage. He paces his enclosu re from one end to the other , knocks fus hea.
against the bars, and goes right back to the wall . In Western music it isas if
the cage has a window and the lion jumps ou t ! Into a territ ory where there
are no rule s except self-made rules. Th is freedom and dynamism are lacking
in Ind ian music. After all, why is it that nobody uses Indian music" tb

climax scenes in films? In the very ea rly movies-even before Prabhat-the

~armon ium, Tabla ,. Sarangi, clarinet, and violin wer e the stand~
Instruments used , WIth the occasional Sitar and Jaltarang thrown in, 111
music directors found th is combination to be totally inadequate .to~
c1im~ctic situations or fight sequences. For example, in the 'fearlessNa~v
movies, you hear the piano all the time! Not Indian music. In present .
films you never hear Indi an mu sic..,..:-except for the songs. Even the son~
are ?ow increasin~ly. based on Western popular music. As ~or ~ack~:~1
mUSIC, Indian music IS used only for tragic situations or family sltuatl .
death , a birth , a son meeting his mother after years, o r somebody ge~o!
?ack his eyesight in a hospital, etc. But otherwise you never hear an In 3lI
Instrument or a raga or anything else!
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Ranade: As you have been commenting on music in Indian films, which
Indian film-music composers would you like to describe as good?

Bhatia: Oh, so man y of them. I used to love the music in the Prabhat films,
especially the beautiful songs by Shanta Apte in Duniya na Mane. And then
of course there were the songs from Maya Machhindra , Amar Jyoti , etc . I
was also fond of Saraswati D evi's songs. In fact, I interviewed her just
beforeshe died , and she sang many of her old songs when I met her . I have
the tape with me . I used to adore her songs in Achhut Kanya, Jeevan Maya,
and so many other films. .

Ranade: You have been mentioning the past masters, but what about our
contemporaries?

Bhatia: I like S.D. Burman-a lot of his work, especially in Guru DUll'S
films like Kagaz ke Phool . . . Salil Chowdhury, particularly in Parakh. Even
R.D. Burman has done wonderful work in Sholey and other films. I like
Naushad's songs, but not his background music.

Ranade: What about Madan Mohan?

B.hatia: Madan Mohan-yes. Laxmikant-Pyarelaltoo. Laxmikant is a vePj
gifted man but Pyarelal is the man after my heart. Some of Madan Mohan s
son~s are exquisite, We have wonderful songs from so many compo~r~,

Ravmdra Jain for example. His music for Ram Teri Ganga ~aJ1J IS
~emarkable; I don't think a film-music composer has done anything like that
In the past ten years. Both the words and the tunes are fantastic. But the
output of a composer is seldom even. In the next film, he may not do so
well . It's like that with Jaikishan. One remembers so many tunes of
Jaikishan, especially the classical ones. I remember the song 'Ankhon
ankon me kisi se', a beautiful du et by Lata Mangeshkar and Asha Bhosle
!Janwar, 1965].

Ranade: You ' have been pointedly making a distinction be.tween what
people have achieved in film song and in background music.

Bhatia: Yes. Many of the people who compose film .songs can't handl.e
background music. But then in mo st of commercial cmerna, not much IS

requi~ed of the composer of background music. The situations are stock
SituatIOns, so the background music is stock music too! You can interpolate
background music from one film into the other, and it will make no
~Ifference . It's different with the films I have worked for. Even,a m?n who
oesn't know music would tell you th at the music of Junoon can t fit in, sa.y,

Manthan or Mandi! It isn't possi ble . You see , the music in these films has Its
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own character. This ind ividuality of background music is not found in lIirnJi
films genera lly , simp ly becau se th e 'situations and th e stories are not so
different from ea ch o ther. Chases, love sce nes , family scenes-that is
where background music is used. And o ne chase is as good as another.

Ranade: Tha t is why perhaps you a re sing led o ut for your con tribution to
art -film music .

Bhatia: We ll, look , I didn 't co me back to Bombay to do art-film music! 10
fact, when som ebody asked me in London wh at I was going to do when I
got home, I sa id my ambit ion was to have my so ngs sung at Bhendi
Bazar- in eve ry st ree t of Bombay. Unfortunate ly, that didn' t happen. But
I also didn't seek out the di rectors of 'art' film s. T hey came to me simply
because they thou gh t I could give the m the tunes. A nd I'm pro ud to sayI
have don e something more than that. Almost every internat ional-award·
winning film of the last , say, 15 years h as my music. It cannot be pure
accident. Amo ng th e relatively re cent films , Kasba, Percy, Pestonjee.
Mandi . . . some of the new documenta ries-th ey have all got award;.
Govind Nihalan i's Aghaar won a n awa rd in '85 , etc. etc.

Ranade : You are right in suggesting that your involvement with art films
came about because of the purpose ful music you composed for the.films.
A nd this inclu des background mu sic as well as so ngs. Now , eommg to
songs, you have rightly said so me whe re tha t songs a re the most populJr
items in our films.

Bhatia: Yes of course. I do not believe in a H ind i film without songs. I think
it is very stupid to conde mn th e songs.

Ranade: Yes, you have also written to that e ffec t in one of your.. .

Bhatia: Yes. You see , I am fond of Hindi films and film songs. I see every
H!nd! film .that is.made-good on es, bad o nes , I see the m all. To me 0:
Hindi film IS a unique formula , a structure . It doesn' t exist anywhere else IO

th e worl d. It has its own set sche me that has perhap s developed rro
S~nskri.l dr ama . In place of the padas in Sanskrit pl ays, we have songs~
H indi films. So the Hindi film is in a way a very traditional perfonnance .
or lse it Id ' h " bodv 10~ s~ I wou . n t ave struck such deep roots . It affects e~ery uSe a
In.dla , lTTes~ect lve o f lan guage , religion , or social sta tus . That [S bec3 aa
Hindi film [S mu ch like our traditional plays : Marathi plays, Bh~ng>'tes.
plays , .the later ~rdu plays, and so on . .. whi ch all had songs: chma

our
comedians, So It s very mu ch a part o f our traditional hentage. .
art-fi lmwallas , wit~ ~hom I have a lways q uarrelled , are more inter~sl~~
Coppola a nd Fell ini and Goda rd! And Bergman , especially Berom
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whose thinking is so alien to us. When our film-makers try to imitate these
masters, somehow it doesn 't work. Uski Roti, for example, was never
accepted by the Indian public. The film was looking towards Sweden,
towards Bergman. For th at matter, even Satyajit Ray 's films have not really
taken root in this country.

Ranade: Would you rel at e this to Satyajit Ray's aversion for songs?

Bhatia: No, the difficulty is that our directors can't picturize songs. They
don't know how to do it. Shyam Benegal doesn't either. They don't have
situations wher e they can accommo date a son g. Satyajit Ray did use a song
well in Cham/ala-the famous song 'A mi chini go chini tomsre' , sung by
Amal as he plays the piano. But that is not a song in the Hindi-film sense.
No action develops through the song, while in Hindi films it always does.
You have what are called action son gs. Th at kind of song would be
anathema to Satyaj it Ra y or Shyam Benegal , even Kumar Shahani. Kumar
himself IS very fond of songs, very demanding too . In his film Tarangthere's
a song I composed , sung by Lat a Mangeshkar . Do you know the brief I had
for the song? I was told to compose the song usinp Jogia, also Mand, in
12-malra vi/ambit. And on blank verse where not a word could be changed
or shifted! Do you think any music director in commercial cinema would
accept such a br ief? Or follow it and achieve what I achieved? I used a third
raga, Bhimpalasi. It comes in the beginning of the song and at the end. I am
very satisfied with the song. For accompaniment, I used strings only­
Sarangi and Tanpura in the beginning and just Tanpura at the end.

Ranade: Coming to instrumentation and orchestration-since you have a
background in Western music-do you feel that Indian music, especially
Indian film music today, lacks intelligent use of tonal colour?

Bhatia:Tonal colour can be given by our Indian instruments' .The tragedy.is
that m FIlms Division, for example , they try to use Indian mstruments 10

combmation . They sound terrible! All India Radio's Vadya Vrinda
orchestra is just as bad. Our instruments are solo instruments and should be
trea~ed as such. Now, what I do is this: I use a background of strings for my
solOists and th en tie up the various instruments harmonically so that the
movement is restricted. And then I let the musicians do what they want. If
you write down the not ation for Indian musicians, they become far too
mhibiled j o perform. Indian music is improvized and the musicians must
have the freedom to improvize even as accompanists. So I give them the
freedom but restrict the .vistsr by harmonic principles, But I a~ways ~se my
Instruments singlv-a single Sarangi a single Indian flute, a smgle Sitar or
Sa d . . , . bi hev n

TO ' " When the Sit ar , Sarod, and Sarangi do com me, t ey ca
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improvize together but can 't play the same melod y.

Ranade: That means you have taken some freedom with the melodic
element of indian music but you have not taken similar freedo m so far as
rhythms are concerned. Have you?

Bhatia : Similar freedom with rhythm . . . how do yo u mean ?

Ranade: For example, syncopation of rhythmic lines ...

Bhatia: Yes, of course 1 have.

Ranade: To what extent?

Bhatia : All right . See , the Sarod , Sitar , and flute are playing together,
doing what you might call a vilambit alap. Th ey are not playing the same
notes governed by my harmony behind the musical struc ture. The rhythmic
possibilities here are enormous. Tala is not empl oyed, but what diflerence
does it make? The inner rhythms are there.

Ranade : Right.

Bhatia: The rhythms are there , they have to be. Otherw ise there would bea
stop coming on the same bar-which wouldn't accord with our Indi an
tradition at all.

Ranade: Let 's come to the exte rnal rhyth ms, like th ose provided by our
rhythm instruments. Have you taken any freedom with talas?

Bhatia: Freedom with a tala is impossible because the tala is a self·
governing structure. In fact , whatever freedom you take with a tal3
eventually becomes the tala itself ! If you were to put five and four mattal

together, add on another seven, and then anothe r 12, it would become a
cycle by itself. .

Ranade: That is a very good point . . .

Bhatia: Our musical structure is such that you can take whatever freedom
you want!

R~nade: Do you believe in the possibilityof an instrumental song? A song
without words?

Bhatia: D o you mean ·something orchestra l?

Ranade: I mean anything! The song has been ti~d up with words in our
~radition. But in Western music, as you know, there is something lIke all
Instrumental song . ..
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Bhatia: There is. But let's go into more details . . . I will quote Vilayat Khan ·
to start with. Vilayat Kh an has always been preoccupied by the idea of an
instrument sounding like a voice . Now this was the preoccupation in the
West as well in the early da ys, when th e violin was created . The violin was
specially created to imitate the voice . In the early 16th century, the violin
wasintroduced in classical music. It copied whatever the voice did-tried to
sound like a voice . Then Paganini came along a t the starl of the 19th
century, and he didn't want the violin to sound like a voice; he wanted the
violin 'to sound like a violin . The violin can do a lot of things a voice
can't-it can double-step, execute run s, the strings can be plucked, and so
on. And thus slowly the violin came into its own as an instrument in its own
right. This hasn 't happened in India. All our instruments try to perform in a
gayaki style- which , in many case s, is contrary to the nature of the
instruments . Can you imagine the Sarod . . .1 mean to me the Sarod has the
least gayaki of all instru ments . But they are still trying to make it do gayaki
ang! The Surbahar is again an instrument that must perforce do gayaki:. .it
sounds more or less like instrumental dhrupad. Now , have we found out
what these instrument can do-without forcing them to go into gayaki?

Had instruments not asserted their autonomy in the West, such a thing as
the orcheslra- the We stern orchestra-would never have come about. A
horn and a trombone and a tuba-they don't play in gayaki style. Trumpets
don't play in gayaki style. They perform .togeth er, and in an :normous.
orchestra of Wagnerian dimensions the song comes through III gayak/
style-in Wagner's gayaki style, not our gayaki stylet

Ranade: I wanted this question to be discussed because I feel-as you have
nghtly said-that our instruments do not behave as instruments.

Bhatia: Except th e Tabla . It is the only instrument Which. ~Ia.ys as it
should-simply because it can't do much else. It would be tragic If It could.

~anade: Now ,' with your background and your way of looking at
ans~rumentation as a contributory factor in film m?sic, can you conceive 0:
an Instrumental song-a song without words? But It would have to have th
element of song in it .

Bhatia: You have seen Othello-which I have just don e. Well, it's like a
~uge song. " melodies, with nobody singing them. Like ~ sympho~y , That
Is also a melodic structure. Is that what you are talk ing about.

Ranade: No, a symphony is different from a song. When you say a song .. .

Bhatia: Put then , what is a Sarangi solo? It's like a song, isn't it?

N~Xl p3g~: "anraj Bhatia's score for Kbaamo-h .
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Ranade: It is an elaboration of a song-idea-it is not a song. A song ismore
structured, highly structured. You know, even today a Tabaliya will say:
..Iski kavita dekho". That is because by composition he means kavya-a
kavita. So the composition becomes a song. But there are elements which
make a song and elements. which elaborate a song.

Bhatia: But, you know, I have heard these records where the musicians
play our film songs on instruments. Is that what you are talking about?

Ranade: No, that is obvious imitation of a song on an instrument.

Bhatia: But the instrument does it all by itself-without the words. I think
words are very important in the Indian context.

Ranade: I asked this question because in India instrumental timbres arenot
allowed to develop fully on account of our preoccupation with the gayaki
ang, as you said. One way of giving our instruments the requisite freedom is
to see that they develop their own language and turn out new forms.

Bhatia: But that involves revolutionizing the teaching of an instrument and
its playing techniques. Abdul Halim Jaffer Khan tried to develop somekind
of new style on the Sitar. He tried-whether or not he succeeded is another
matter. He tried to do things with the Sitar which the voice couldn't do. But
very few have bothered to try such a thing. They always want an instrument
to sound like a voice-which an instrument often can't! It's not in the
nature of an instrument to sound like a voice. Only a voice can sound like a
VOice. You can approximate ... but why try? .

Ranade: Coming to voices now, do you feel that the voice you have used in
your s.ongs-say, in Manthan, or Nishant, or Bhoomika- is a voice which
does Justice to the song element in your music?

Bhatia: Well, one takes the voices that are available. One uses the bestthat
is available. Now, for instance, Lata sang Kumar's song beautifully. Asha's
songs for Mandi are exquisite. In Manthan I used Priti Sagar who was
suitable for the song in the film. Rafi sang for Junoon. But Nishant ... yes.
I agree. Sometimes one uses what is available and can't get what one wants.
W' h h . . IeIt t ese films there have been so many constraints. I have had to Jugg
around with budgets all the time-these films simply don't have any
budgets at all! But the directors don't want thin sounds-they want
full-bodied sounds. How does one achieve this? With commercial-film
produce~s there is no question of a budget. They don't even think aboUlI\
Money simply doesn't matter. But here every penny counts. Everythtng
have done has been on a shoe-string budget. I also can't polish a son~~
much as I want to because of time restrictions. So it's "Achchha pane
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take Ie 10 " . .• there is no time , nor money to pay the studio technicians. In
such a situation you do what you can . . .

Ranade: Lastly, about your work for adve rtising films and jingles, which
are very catchy and form an important part of the popul ar music developing
today with the med ia. Do you feel you have been able to do the jingles
better because of your training in Weste rn music?

Bhatia : I'll tell you . . . the tren d toward s Westernization is extremely strong
in the jingle scene . I , in fact, have tried to combine Western and Indian
music in my jingles. But today, our jingle has become totally Western . The
composers are looking at American and British models-and our jingles
are sounding just like theirs . I'll tell you how this works with reference to
voice- which we were talking abou t just now. Kavita Krishnamurthy had
just sung, beautifully, a jingle I composed. Right afterwards, somebody in
the studio says : "No w do it in a husky voice, try a husky voice . .. " The
advertising people are simply imita ting British and American singing, so
our jingles are gelling huskier and huskier. On the other hand, see what's
happening in films. Remember Juthi ka Roy when she first appeared ? One
found her voice very shrill and high. But later, when you compared her
voice with Lata's, luthika Roy's voice seemed almost bass. Present-day
composers- Laxmikant-Pyarelal, Annu Malik, Bappi Lahiri, etc.- have
taken the voice higher and higher. Th e singers' complaint is that they ~an 't

sing at such a high pitch. The com pose rs want the singing to be at a higher
and higher pitch because, after all, the public wants it that way. The
advertising people are singing thei r jingles for the same public but they want
huskier and huskier voices . Don ' t you think the situation is anomalous? It
makes no sense whatsoever to me.

Ranade: Is this happe ning because of some change in the media?

Bhatia: It's happening because the advertising profession is full of people
Who don't even know ;jny of the Indian languages well. And because their
eyes are turn ed Westward . Th at 's the first reason. Secondly, they are
catering .10 the teenager and urban youth. And the teenagers' eyes are
simIlarly turn ed Westward. A great divide is thus taking place betwee~ the
commercial-film outloo k and the advertising outlook. At the same time,
comm:r.cial-film people are beco ming ena moured of the. glo.ss of the
advertl.slng film. As a result many of the scenes in commercIal cinema are
~comlOg imitat ions, visua lly, of advertising films. It is a very peculiar
gJve-and· take situation . I find it quite fascinating. . . . f

But more about j ingles . The adve rtising jingles are m a mrmmurn 0

seven or eigh t languages and a maximum of 13. The four Southern



124 ASHOK D. RA NAD E

languages, Ben gali, Gujarati, and .Marathi are the st andard order for a
composer. When I co mpose a Hindi jingle, I have to make sure that the
jingles in th e other languages would fit the tune. Usually the Southern
langu ages are more difficult to handle, but I manage all the same. Having .
worked in Tamil , Telugu , Kannada, and Malayal am for some 30 years, I
have acquired what you might call an o ral working knowledge of these
languages . For example, 'yappade'- I. know how-that word would fit in a
jingle. how it would work out. ..

Ranade : But what about . ..

Bhatia: Wait , wait! My familia rity with some of the major Indian languages
and the Sanskrit I had to read in college have helped me to understand the
linguistic challenges that a film song must face . Consider the songs in
Mundi. One of them is written by Insha. You know how Insha is.. . the
Urdu in that song is obsolete. I ask ed Ali Sardar Jafri what it meant. Even
he didn't know.

Ranade : But what about the metres ? Like the metres in Telugu and
Hind i . . .

Bhatia : I am glad you mention ed th is. In the Southern languages , there is a
wor d to every rhythmic syllable . That is to say, if yo u have a rhythm like la
ki ti ra ki ti taothe words will also be a matching tha ku di tha ku di ttu. This
doesn't happen in the north Indian context, where the rhythm IS

independent of the words. Thi s is a very basic difference which you must
understand. For example , in H indi , the words of a song might be 'KoyalI.va
mat pukur, mat kar puker'; but the Tabla wouldn 't pl ay fa tata u ts ta ...
But in the South the rhythm would follow the text in its rhythmic structure
exactly.

Ranade : Do yo u feel that beca use of the metres used by the south Indian
langu ages , the rhythms are marc dynamic? In respect of tempo, wouldthey
be ...

Bhatia : Yes. Southern rhythms are like that, It's like food . When you travel
from the South to the North, the food starts getting less and less hot. When
you reach Afghan istan , you find they practi cally don't cat hot food at aU.
II' s the same with rhythm. The further North yo u go , the rhythm in m~slC
seems to get Jess and less assertive. The freedom of th e voice, the flo",n!
J. f h . . forIlles at e VOice, become more and more obvious. In Kashmir,
instance : the rh ythms are very bas ic, They don't have even an iota of the
co~ple.XIly of Southern rhythms. It is a standa rd 3-4 , 3-4 rhythm, and the
vananons are minimal. In Kashmiri music , or Pali music for that matter, the
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rhythm is there but it doesn't play such an important part . Whereas in the
South, singing without a rhythm instrument is simply not possible. The
minute the singing starts, the rhythm instrument starts up with it. I will give
you an example of a North-western style of song-the Tappa. In Tappa the
rhythm doesn't at all follow or imitate the song-syllables. It can, with re/as
and other devices, but it doesn't. It 's just a steady beat. Tappa, across the
border, has possibly influenced Iranian and Arabian music. I have just
composed some songs in which the sponsors wanted the Jewish influence to
be reflected. And I discovered how similar the Middle Eastern rhythms are
to our North-western music! The rhythms are tied up. The gypsies might
have taken them from here.

Ranade : Are you temperamentally attracted towards rhythm or towards a
freer use of . ..

Bhatia: I am not temperamentally attracted towards rhythm at all. In fact,I
rather prefer inner rhythms, which are more vital. The rhythms of words, .
the rhythms of melodic phrases-to me those are more vital. External
rhythms arc more primitive in origin . .. beating on some surface-stonc:,
wood, or whatever is beatable. That is how music began-the melodic
instruments came much later. First wehad the voice, then the beat, and
then the melodic instruments . . . 0

Vanraj Bhatia:
Music for Feature Films & Television Serials

f'IATIJIlE A LMS

I. Ankur, die. Shyam Benegal, 1974.

2. Nishant, dir. Shyam Benegal, 1975.

3. Manthan, dir. Shyam Benegal, 1976.

4. Bhumika, dir. Shyam Benegal , 1977.

5. Kondura, dir. Shyam Benegal , 1977.

6. Iunoon, dir. Shyam Benegal , 1979.

7. Ka/yug, dir. Shyam Benegal. 1982.

8. Saza-e·Maur, dir . Vinod Chopra. 1981.

9. Khamosh, dir. Vinod Chopra.

10. 36 Chowringhee Lane, dir. Aparna Sen. 1982.

11. Ek Dad Milhi (Gujaran ).

12. Mandi, dir. Shyam BenegaL 1983.

13. Tarang, die. Kumar Shahani, 1984.
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14. Moban Joshi Hezir Ho, dir. Saeed Mirza, 1984.

15. Jaane bill do Yaaron, dir. Kundan Shah, 1983.

16. Hip Hip Hurray, dir. Prakash Jha, 1984.

17. Surkhiyaan, dir. Ashok Tyagi, 1985.

18. Aghaat, dir. Govind Nihalani, 1985.

19. Tsikeel, dir. Shyam Benegal, 1985.

20. Sushman, dir. Shyam BenegaL

21. Pestonjee, dir. Vijaya Mehta, 1988.

22. Percy, dir. Pervez Meherwanji.

TELEVISION SERIALS

1. Khandaan. dir. Shridhar Kshirsagar.

2. Yatra, dir. Shyam Benegal.

3. Naqab, dir. Amol Palekar.

4. Tamas, dir. Govind Nihalani.

5. Life Line, dir. Vijaya Mehta.

6. Discovery of India, dir. Shyam Benegal.

7. Ba.ingan Raja, dir. Vinod Ganatra.




