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From the  
Editor’s Keyboard…
I have always been interested in that magical link between music and dance. As 
dancers, what makes us gravitate towards certain genres of music? So many genres, 
so many styles of working, and many reasons as to why we choose the music that we 
do. As long as musicians and dancers exist, there will always be a strong connection 
between the two streams. Singapore-based musician Dr. Samuel Wong said this to me 
a few days ago, “Rhythm and the concept of meter in music - it all came from dance. 
Music had no meter before that. So dance is music’s benefactor in terms of rhythm.” 

Specially for this issue of Aesthetics, various artists and writers have shared their 
valuable and insightful thoughts on the topic ‘The Music of Dance’. Visual artist 
and writer V.V.Ramani, an astute observer of the dance and music scene of Chennai 
where he is based, traces the link between Bharatanatyam and its music. He touches 
on the present day scenario, emphasising on the need to consciously rediscover 
and maintain that rapport between musician and dancer. On the subject of new 
musical compositions in Bharatanatyam, Aparna R. Nambiar speaks of her research 
as a fellow at the Nalanda Sriwijaya Centre, that culminated in the experimental 
performance project Anweshana: The Search for Nalanda. With lyrics and choreography 
by Santha Bhaskar and musical composition by Ampili Pradeep, a new repertoire 
with a pan-Asian inflection is emerging inspired by the Mahayana and Vajrayana 
forms of Buddhism and the concept of Nalanda. Toronto-based choreographer and 
researcher Hari Krishnan has been working extensively for over a decade on the last 
remnants of devadasi culture in South India. He has carefully distilled his research 
into a full-length artistic work Purnima/Full Moon which is being presented this month 
in Singapore by Bhaskar’s Arts Academy. Hari gives us a historical backdrop of the 
dance and music of the era as well as his motivations and process of giving artistic 
expression to years of painstaking research. Priyanka Seshadri, a keen student of 
History, takes the reader out of the Indian context and into the swing era, a period 
during which the blacks played a pivotal role in defining American culture. Jazz and 
the lindy hop were their domain. Out of the intense oppression and discrimination 
emerged a strong voice that expressed itself through music and dance. And it has 
stood the test of time. 

In this issue, we revisit the “Age & the Stage” focus of the last issue with a glimpse 
into The Necessary Stage’s “Theatre for Seniors” programme. Special thanks to V.V. 
Ramani (whose hallmark is collage art) for his striking cover design in line with the 
theme of the issue. The support for Aesthetics has been heartening and it tells us 
that we are on the right track. There is no turning back. Only an exciting road ahead. 
Aesthetics aims to nurture the spirit of enquiry, exploration and dialogue. Please visit 
our newly created blog: www.aestheticsnas.blogspot.com and share your views. They 
do matter. 

Nirmala Seshadri
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“Prabhav” captured!
Photograph Courtesy Shangari Mogan

PAST 
EVENTS

NATIONAL INDIAN  
MUSIC COMPETITION 2011 

Budding young musicians showcased 
their talents in the categories of 
Carnatic Vocal, Flute, Mridangam, 
Sitar, Tabla, Veena and Violin at the 
National Indian Music Competition 
2011, organised by the National Arts 
Council (NAC) from 13 to 18 June. This 
year, for the first time, the Council 
introduced a junior category for this 
competition, providing an opportunity 
for children under 12 to compete with 
those within their age group. Two 
students from Nrityalaya Aesthetics 
Society, Meenakshy Jyothish and 
Gayathri Krishnakumar, won the first 
and second prizes respectively for 
Carnatic vocal in the junior category. 
Nrityalaya wishes the talented and 
dedicated students every success in 
their future artistic endeavours. 

Anitha Allada sharing 
‘Mogudocchi Pilachedu’ 
Photograph Courtesy  
Cees van Toledo

Nrityalaya & Bhaskars Arts Academy

May

3 & 4 Kathakali workshop at Fairfield Methodist Secondary 
School – Thataka Vadham (Ramayana Story)

15 “From Ishta Devata to Ishta Devata” by Anitha 
Allada, student of Nirmala Seshadri, at NAS Dance 
Studio 

26 Dance & Music performance at Singapore Cricket 
Club

June 

25 Dance, Music and Kathakali performance at Yio Chu 
Kang CC

26  “Prabhav” by Shangari Mogan, student of Ambujah 
Thiru, at Substation

July 

19 Kathakali AEP show at Xin Nan Primary School

19 Rhythmic Experience AEP show at Catholic Junior 
College.

30 “Purnima/Full Moon” by Prof: Hari Krishnan from 
inDANCE Canada at NAFA Lee Foundation Theatre

Gayathri Krishnakumar, Second Prize 
Winner, Junior Category, Carnatic Vocal 
Photograph Courtesy Gayathri Krishnakumar

Meenakshy Jyothish, First Prize Winner, 
Junior Category, Carnatic Vocal 
Photograph Courtesy National Arts Council 
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In Conversation with Nirmala Seshadri

Jean Ng & Charlene Haridas on The Necessary Stage’s 
“Theatre for Seniors” Project. 

A few weeks ago, the National Council of Social Service 
Eldercare Services Department organised a networking 
session at which the National Arts Council’s Arts & 
Community team spoke about its Community Participation 
Grant and projects that have been conducted for seniors 
in society. At this session, The Necessary Stage’s “Theatre 
for Seniors” presented a short skit that was interesting, 
insightful and delightful. Here are excerpts from 
conversations with one of the facilitators of the project, Jean 
Ng, as well as with Charlene Haridas from the Education & 
Outreach Division of TNS. 

Nirmala: What inspired the Seniors Project? 

Jean: It was something which Alvin Tan, Artistic Director 
of The Necessary Stage, had wanted to do for some time. 
One of the reasons was his experience with his own aging 
parents. He used to talk about how his retired father 
would visit ‘otak’ factories and read the newspapers 
everyday from the first to last page. He wanted to 
do something for seniors who wanted more. So when 
funding came in from the Council for Third Age, he 
roped in myself and two other like-minded facilitators 
(Julius Foo & Jalyn Han) to start the Theatre for Seniors 
Programme. All of us felt that seniors form an important 
cultural asset; that they have so much to share. Theatre 
can be that wonderful vehicle of transference and our 
generation can play an important role in facilitating such 
a process of remembering, keeping and passing on. 

N: Can you share the process – from drawing board to 
what we watched the other day?

Jean: We wanted a Programme that was structured, 
long-term, rigorous and facilitated by professionals, 

instead of something short, ad-hoc and random. So we 
planned a 3-year curriculum. We met once a week for 
40 weeks a year and at the end of each year, we would 
present a public performance. The first two years were 
about building foundation skills in performance and 
by the third year, we tried to empower the participants 
more and nurture them to be more autonomous creative 
agents. It meant that they had more say and space 
to provide inputs in whatever final performance they 
wanted to make and how they wanted to do it. Over the 
three years, besides acting classes, they also had dance 
classes, directing workshops, playwriting workshops and 
technical theatre workshops in areas such as set design, 
lighting design and stage management. They also got 
involved in some arts administration work relating to 
our public performances such as sales and marketing, 
publicity, fund-raising, guest relations and welfare. The 
professional arts managers at TNS would guide and 
coach them along the way. 

 Our aim from the start was that at the end of three 
years, some of them may continue to form their own 
independent theatre group(s) so such a holistic training 
was essential.

N: What were some of the challenges you faced? And 
the moments of triumph? 

 Jean: I think the challenges were mainly in getting to 
know this unique group. We had never taught theatre to 
seniors before so it took time for us to get to know them 
- their likes and dislikes, their strengths and weaknesses 
- so as to plan a suitable programme for them. Making 
public shows with 50 seniors who, mind you, are mostly 
old enough to be our parents, who have lived much 
longer and harder than us, who have strong minds of 
their own (hey, this is also one of the greatest things 
about this generation of seniors) was not an easy task 

Photograph Courtesy Wong Maye-E

THE ‘AGE AND THE STAGE’ THREAD… 
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but it was also a lot of joy! We also had a lot of theatre 
crew who were very young student volunteers so there 
were inter-generational differences to be mediated as 
well. At the same time, there was much learning and 
discovery and by the end of each show, strong bonds 
built between the young and the old which was so 
precious and valuable. 

There have been many heart-warming triumphant 
moments. Many of them became much better 
performers; they grew a lot in confidence; they formed 
very strong and mutually-supportive friendships, just 
to mention a few. Watching them grow and blossom 
was so rewarding. I also love how their children and 
grandchildren were so supportive and proud of them, 
how they came to all the shows with bouquets of flowers, 
hugging the seniors, cheering them, taking photos with 
them after the show... Some of them told us how the 
programme had transformed their parents/grandparents 
and thanked us for it - those were some of the best 
moments.

N: In what ways do you feel that the seniors benefited 
from this programme? 

Charlene: I believe the seniors have found, undergoing 
the 3-year programme a very enriching and meaningful 
experience. I think testimonials from their loved ones, 
who have observed their personal changes, speak 
volumes of the participants’ 3-year journey.

N: Would TNS be looking at continuing and developing 
this programme further? 

Charlene: Yes, we definitely wish to continue working 
with seniors.  We have formed a Theatre for Seniors 
Interest Group after the 3-year Theatre for Seniors 
Programme ended in March 2011 this year. What the 
Theatre for Seniors Interest Group has in mind, is with 
the support of National Arts Council, to perform short 
plays from their works, Encore 1 to 3, at Community 
Centres, Voluntary Welfare Organisations or District Arts 
Festivals. The potential tie-up is still work-in-progress. 
So, these passionate seniors are looking out for more 
opportunities, to showcase their plays. Their doors are 
also open to partnerships.

N: Jean, given that theatre is an art form that cuts 
across age and stage in life, why do you think such a 
programme became necessary in the first place? As in, 
why have the seniors been excluded from mainstream 
theatre when after all, there ought to be a place for 
all age groups in an art form like theatre? Do you think 
this is a Singapore phenomenon whereby people over 
a certain age tend to be gradually excluded from 
mainstream life? 

Jean: Yes, I do think that the aged/aging segment 
gets marginalised in our very youth-centric society. 
But I believe that is slowly changing. We are having 
to confront the reality of an aging society as well as a 
generation of seniors who are different from previous 
generations - one that is more active, more vocal, more 
empowered and they will not sit at home and wait for 
someone to notice their existence. 

With regards to theatre specifically: Theatre in Singapore 
is relatively young compared to more matured countries. 
Older people may not have had opportunities in the 
past to be involved in theatre because in the 50s and 
60s, theatre in Singapore was not as developed and 
professionalised as it is now. Also, there were a lot more 
very basic bread and butter issues they had to grapple 
with back then. But this will change. My generation of 
performers (many in our thirties and forties) will become 
seniors soon and I believe many of us will still continue 
to perform in our twilight years. The whole demographic 
will change which is great.

 

What the participants say: 

“We were all in our 50s and beyond, retired and looking for 
something to do. What we all shared was a passion for theatre 
and we  learnt a lot. We were exposed to acting, scriptwriting, 
stage management, voice training, lighting. Just being able to 
interact with everyone – the cast and crew, was a tremendous 
experience.” … Khim Song

“This has given us something to do during our sunset years. 
Interestingly, most of the participants were heartlanders, 
not the ‘atas’ sort of people. I joined the programme to 
overcome stage fright! The programme gave us a chance to 
fulfil our interests and to go on stage. We did feel a sense of 
helplessness, though, when it was over. We hope to continue 
practising and performing either under TNS or the new group 
that has formed, Ageless Theatre”… Lily Boon 

“I was involved earlier in my church drama group, so this 
was an extension of my interest. I do feel that engaging in 
theatre helps develop a robust brain and it also gives a sense 
of belonging. It is an opportunity to bond with people from 
all walks of life. It has helped me grow – I learnt things like 
directing which would otherwise cost an arm and a leg! We 
have formed our own group called ‘Ageless Theatre” with 
Peggy Ewe as the Chairman and we are working towards our 
next production. As I prepare myself for full retirement I want 
to develop a hobby that I can really enjoy”… Debbie Lee 
Lodge

Photograph Courtesy Jean Ng

5
Aesthetics  |  July 2011



V.V.Ramani

Built on an edifice of clear geometric lines, perfect 
symmetry, crisp movements, chiselled perfection, 
inherent grace, lyricism and bhava (feelings), the dance 
form of Bharata Natyam is akin to an architectural 
marvel, wherein, when the dancer moves, the visual 
impact is that of a sculptural frieze springing to life. An 
epitome of aesthetic refinement of a high order, Bharata 
Natyam justifiably is the crowning glory of classical 
dance forms, thereby making it the most popular dance 
form the world over.

Dance is a celebration of life forces with sound and 
movement, its inherent part. The embodiment of dance, 
the presiding deity of Bharata Natyam is the image 
of Nataraja. Lord Shiva in this form is the creator of 
external cosmic energy beyond the temporal boundaries 
of Time and Space. The whole Universe is His body and 
all sound is music to His dance. From vedic ages through 
medieval times and modern period, a lot of texts and 
commentaries speak about the aesthetic principles of 
dance. Dance movements recorded in the form of temple 
sculptures and a continuous living tradition has ensured 
the survival of the art form. Despite the various political 
upheavals and lack of social patronage, it is the spirit of 
creative artists who have passed on this art in the form 
of oral traditions through successive generations that has 
saved this art form from extinction.

The strength, beauty and power of Bharata Natyam is its 
ability to integrate the varied dimensions of man namely 
the physical, emotional, intellectual and spiritual into 
a composite whole. The evolution of the dance and the 
way it was practised at different periods of time can be 
understood by studying various texts like Koothanool, 
Silapadikaram, Sangam poems in Tamil, Sangitha Ratnakara 
and Abhinaya Darpana and many more in Sanskrit. 
It is Bharata Muni’s Natya Shastra which is the Bible 
for all classical dance forms of India .The theoretical 
inputs and practices prevailing were systematised and 
codified by four brothers from the court of Serfoji II in 
Tanjavur. Popularly known as the Tanjore Quartet, the 
brothers, Chinnaiah, Ponniah, Vadivelu and Shivanandam 
developed the “alarippu to thillana” margam (a sequential 
order). The sequence of this repertoire, which is a feat 
of genius, maintains a fine balance between pure dance 
(nritta) and expressive dance (abhinaya). The doyen of 
Bharata Natyam, Bala Saraswathy in her Presidential 
address at the Tamizh Isai Sangam’s annual conference 
in Chennai said “The Bharata Natyam recital is structured 
like a great temple. We enter through the gopuram 
(outer hall) of alarippu, cross the ardha mandapam (half 
way hall) of jatiswaram, then the mandapa (great hall) 
of shabdam and enter the holy precinct of the deity in 
the varnam. This is the place, the space which gives the 
dancer expansive scope to revel in the rhythm, moods 
and music of the dance. The varnam is a continuum 

THE TAPESTRY OF  
MUSIC AND DANCE 
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which gives ever expanding room to delight in her self 
fulfilment by providing the fullest scope to her own 
creativity as well as to the tradition of dance.

The padams now follow. In dancing to the padams, one 
experiences the contentment , cool and quiet of entering 
the sanctum from its external precinct. The expanse 
and the brilliance of the outer corridors disappear in 
the dark inner sanctum ; the rhythmic virtuosities of the 
varnam yield to the soul stirring music and abhinaya of 
the padam. Dancing to the padam is akin to the juncture 
when the cascading lights of worship are withdrawn 
and the drum beats die down to the solemn chanting 
of sacred verses in the closeness to God. Then, the 
thillana breaks into movements like the final burning of 
camphor accompanied by a measure of din and bustle. 
In conclusion , the devotee takes to his heart, the God 
that he had so far glorified outside, the dancer completes 
the traditional order by dancing to a simple devotional 
verse.” 
Bharata Natyam stands for Bha- bhava (feelings); Ra- 
rasa (aesthetic flavour) and Ta – tala or rhythm. Lurking 
in the shadows away from the limelight, breathing life to 
this art, sit the musicians who are an inseparable part of 
dance. Music plays a very important role in the success of 
any dance performance. A false note or a rhythm out of 
step can totally mar the dance performance. 

Since art and religion were intertwined, the 
musical compositions chosen for dance were based 
predominantly on the religious or universal emotion 
of love. Varied themes, talas (rhythmic beats) and 
ragas (a piece of Indian music based on a traditional 
pattern of notes) were woven together seamlessly into 
a unified whole. The songs were culled from literary 
works like Sangam poetry, saint poets like Alwars, 
Nayanmars, Tulsidas, Meera, Jayadeva’s Gita Govinda, 
compositions of Tanjore Quartet, Padams and Javalis of 
Kshetrayya, Ghanam Krishna Iyer and Saranga Pani. 
These compositions are a treasure trove from which 
the dancer can choose compositions to string together 
a repertoire to suit her personality. The music for these 
compositions were predominantly based on Carnatic 
ragas and talas but there was enough scope to use varied 
aspects of music like alapana (exploring the melody of 
a raga), swaraprasthara ( delineation of notes) , neraval 
(exploration of passages) and varied permutations and 
combinations of talas. 

With passage of time the art form moved from 
performances in temples and courts which consisted of 
an audience within a certain cultural milieu – attuned 
to the nuances and subject matter being performed, 
to a wider cross cultural audience across the globe. 
The need to communicate to a larger audience led 
to improvisations and innovations in terms of music. 
Hindustani Ragas, bhajans in Hindi, abhangs in Marathi, 
Rabindra Sangeet and even western compositions were 
introduced. The rasika who would relish a performance 
at a leisurely pace in early days has given way to an 
audience with limited attention span and time. The 
emotions of a lovelorn heroine pining for her hero or the 
plight of a harijan (a term used to refer to the oppressed 
classes) barred from entering a temple does not strike a 
chord with the viewer. As a result dancers seek themes 

with contemporary relevance and also create new 
musical compositions to reach a wider audience.  
Changes have also crept into the performing aspect of 
dance. In early days a team of musicians were attached 
to a dancer which facilitated the two to work together 
and understand the nuances and demands of each 
other’s art. This established a rapport between them 
thereby giving enough scope to improvise extempore. 
Today the demand for musicians far outweighs the 
supply. So musicians have very little time shuttling 
from one programme to another so therefore the time 
available is used only to practise for a programme. This is 
evident in the performance where the whole programme 
is pre-rehearsed and the performance is at best only a 
visual treat. There is very little scope for manodharma 
(spontaneous improvisation in music and dance) which 
will evoke rasa in the mind of the viewer. This lack of 
scope for improvisation keeps serious Carnatic musicians 
away from performing for dance. The mediocrity 
which has crept in has resulted in the audience for 
dance diminishing and a near saturation point is being 
witnessed. The future of Bharata Natyam depends on 
dancers and musicians who will devote their time and 
effort with total dedication, not with the mere aim of 
becoming prima donnas, but true devotees of dance. 
Only when a musician and dancer spend considerable 
amount of time together, will there be scope for a 
healthy dialogue between the two which will lead to a 
creative contribution to enrich the dance form. 

Thus it is only when the weft of music is closely 
interwoven into the warp of dance that a beautiful 
tapestry of rasanubhava (experience of sublime joy 
through the understanding of the essence of the art) is 
created.        
 
V.V.Ramani is a Chennai - based artist from the Madras 
College of Arts and Crafts. He has been acknowledged for his 
versatility in various disciplines - paintings, murals, collages, 
designing for textiles, set-design for music/ dance stage, 
wedding decor, costume designing for dancers, teaching, 
dance and art based journalism contributing articles for The 
Hindu, The Indian Express, Sruti and Attendance. He is also 
a trained vocalist in Carnatic Music. Ramani has held one-
man-shows and exhibited in group shows. He has the unique 
distinction of being the only artist in the world to hold an 
exhibition of collages using cork as a medium of art.  
He is also a recipient of the state level award for collage - 
Navarasa. His works are in the collections of the Government 
Museum, Chennai and private and corporate collections in 
India and abroad. 
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Nalanda represents a system of thought shaped by 
Buddhism that is unique to Asia, which is at once 
rigorously intellectual and intensely spiritual. The 
essence of this is suffused in the legends, art and 
iconography that developed in and around Nalanda, 
across China, India, Sri Lanka and all of Southeast Asia. 
In its Mahayana and Vajrayana forms with its beautiful, 
anthropomorphic pantheon of male and female Buddhas 
and Boddhisattvas, Buddhism transformed from an austere 
religion to a highly accessible one with great sensory 
appeal.  It is this complex interaction of ideas that forms 
the narrative base and inspires the music, visuals and 
choreography of the experimental performance project 
titled ‘Anweshana: The Search for Nalanda’. 

The dances of Anweshana have been choreographed by 
Mrs. Santha Bhaskar in the classical Bharatanatyam 
style, with strong influences from various South East 
Asian dance forms that reflect the pan-Asian nature of 
Buddhism and the Nalanda idea. These dances have been 
set to traditional Carnatic music composed especially for 
three separate pieces- the Adi Buddha Varnam, the Swara-
padam depicting the transformation of Avalokitesvara 
to Kuan Yin and the Shabdam which depicts the goddess 
Tara. The ragas or melodies used in this piece are from 
a special category called rakti ragas, which are adorned 
with aesthetic contours and emotional appeal, as 
opposed to merely an intellectual one, inspiring devotion, 
compassion, valour, sorrow, wonder and peace. The lyrics 

of all the pieces are in Tamil and Sanskrit composed 
by Mrs. Santha Bhaskar, with poetry partly inspired by 
and partly translated directly from academic sources 
and Buddhist literature. These were then composed into 
song by Bhaskar’s Arts Academy’s very own musician-in-
residence Mrs. Ampili Geetha Parameswaran Pillai.

Adi Buddha Varnam:

The varnam is set to a ragamalika, comprising of 
Reetigowla, Hamsanandi, Hindolam and Madhyamavati.  The 
melodies are interspersed with swara in the traditional 
varnam format and the piece is completed with the 
powerful Buddhist aphorism, the Lotus Sutra. The 
jathis for varnam were composed by Sasidharan Nair 
Harikrishnan who is a resident percussionist (mridangam) 
at Bhaskar’s Arts Academy.

This piece illustrates the primordially enlightened being 
— the Adi Buddha, who is known to the Tibetan Vajrayana 
Buddhists as the self-emanating, self-originating 
Buddha, present before anything else existed. The second 
half of the piece depicts the pantheon of male divinities, 
the six Dhyaani Buddhas of Vajrayana Buddhism, each 
personifying the unique qualities of the Buddha and each 
of whom are presiding deities of their own universes. 
Each of the divinities represented have a unique sthanaka 
(a pose), a mudra (hand gesture) and a divine beast as 
conveyance, in this case, the serpent, elephant, peacock, 

Aparna Ramachandran Nambiar

THE MUSIC OF 
ANWESHANA

8



lion and falcon. The facial expression is also important- 
it is the outer mode of the inner experience (satvika 
abhinaya) and the music has been composed to reflect 
the same.

Swara-padam-The Transformation of Avalokitesvara to 
Kuan Yin:

Avalokitesvara is a male bodhisattva, whose worship in 
India peaked in popularity around the 7th century. 
Swara-padam depicts the transformation of this deity into 
the female Kuan Yin in China and Southeast Asia, where 
the female form of Avalokitesvara filled the need for a 
saviour deity.

The ragamalika format is once again employed here, 
the ragas used being Shanmugapriya, Sindubhairavi, 
Shivaranjini and Dwijawanthi. These ragas and the style 
of composition aim to enhance the choreography, in 
which Avalokitesvara is portrayed by a male dancer 
whose transformation into the deity’s female aspect 
is portrayed alchemically. The indicators are subtle, 
as the dancer tones down the more masculine aspects 
of movement and shifts to characteristically feminine 
movements- the masculine emphasising speed (tandava) 
and lightness while the feminine emphasizes powerful 
grounding and weight (lasya). The piece employs several 
emotional themes (rasas) of Indian dance, including the 
interplay of transitional emotional states (sanchari bhava 
such as wonder or adbhuta and motherly love or vatsalya), 
with permanent emotional states (sthayi bhava such as 
peace or shantam and compassion or karunya).

Shabdam: Tara

The Buddhist goddess Tara was popular across India, 
China and Southeast Asia as a merciful protector.  Tara 
was a favourite of the monks and sailors who carried 
her legend eastward along the sea-route connecting 
India to the rest of Asia. Tara emerges in various 
colours as a liberator of each of the eight great 
fears or Ashtamahabhaya. The musical composition 
has been rendered in Bhoopalam, Dharmavati,Lalitha, 
Kharakharapriya, Kapi, Hamsanandi, Charukesi, Kalyana 
Vasantham and Revathi such that each raga represents 
one aspect of the female Buddha in each colour. In every 
aspect, Tara vanquishes one of the eight great fears, 

thereby liberating the devotee from the demons of the 
human soul.

To conclude, the music of Anweshana has been designed 
to complement both the intellectual and emotional 
ideas that motivate the iconography and theology of the 
Buddhist deities depicted. As the choreography develops 
through further experimentation and development of 
this work in progress, the music will also evolve to more 
effectively communicate the original ideas that inspired 
Anweshana.  More than mere auditory embellishment, 
the music of Anweshana, in combination with the 
choreographic and visual aspects of the performance 
seeks to carry the spectator, even if momentarily, to the 
state of transcendence to which Buddhist ideology aims 
to raise its devotee.

The writer is a student of Mrs. Santha Bhaskar with NUS 
Indian Dance at the NUS Centre for the Arts, Singapore. She 
has also conducted all the research work in conjunction with 
Anweshana, as a fellow at the Nalanda Sriwijaya Centre, 
Institute of South East Asian Studies, Singapore.

“One day Mrs Bhaskar gave me a set lyrics on Lord 
Buddha and asked if I could compose a varnam with it for 
‘Anweshana 2’. At first, I was a bit hesitant as I had never 
done a varnam composition before. But the experience of 
singing many varnams in several dance programs helped 
me tremendously. Since the theme revolved around bhakthi 
or devotion, I chose ragas which I felt were appropriate.
When the dancers performed the varnam, it gave me a lot of 
creative satisfaction and joy.

For ‘Anweshana 3’, Mrs Bhaskar gave me the lyrics of a 
swarapadam. I composed this in ragamalika (Shanmuk
hapriya,Sindhubhairavi,Sivaranjini & Dvijavanthi) and 
in Misrachappu tala. I was also given lyrics of a Taara 
piece which involved the descriptions of different colours.I 
chose a raga for each colour. A music concert allows lot of 
freedom to the singer whereas in dance it is very important 
to work around the feel and mood of the lyrics and dance 
choreography. While composing, I gave special emphasis to 
bhaavam. I specially thank Mrs Bhaskar for this wonderful 
opportunity which helped me realise my creative potential in 
composing.” ...Ms Ampili Pradeep, Vocalist/Composer

Photographs Courtesy Aparna R. Nambiar 
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It is an honour 
to be here 
in Singapore 
under the 
auspices of 
Bhaskar’s Arts 
Academy 
remounting 
my production 
Purnima/Full 
Moon on its 
company of 
gifted dancers 
and musicians.      
Embedded in a 
contemporary 
aesthetic 
framework, 
Purnima/Full 
Moon is based 

on the hereditary compositions of the female dancers 
and courtesans (devadasis) and male dance-masters 
(nattuvanars) of South India. The work is the result 
of over a decade of painstaking and fruitful research 
in remote villages of South India. Purnima/Full Moon 
draws inspiration from the salon performances given 
by courtesans in this region until the early part of the 
twentieth century. The work bridges movement, voice, 
text and memory, reinterpreting courtly motifs such as 
the intoxication of new love, the longing of separated 
lovers, and the culturally-hybrid colonial past. The 
production brings South Indian court dance into an 
original, modern, and dynamic world of music, film and 
light.

In this article I share some of my thoughts on the 
creative process of crafting Purnima/Full Moon. I would 
also like to address some larger issues the production 
highlights for me personally. Issues that continue to 
affect my work and my perceptions of Bharatanatyam.

For the Singapore premiere of the work, I have the 
privilege of working with exquisite dancers and master 
musicians from the Bhaskar’s Arts Academy. I have 
re-adapted the original production of Purnima/Full 
Moon and choreographed some new items specifically 
for the Singapore premiere. These new additions keep 
the work fresh and constantly evolving. Whenever I am 
remounting an older work, I like to customize and marry 
the choreography to the ability and personalities of 
the dancers I am working with. This process keeps the 
repertoire current and meaningful in a way that I hope, 
resonates with the highly diverse audiences who see my 
work in today’s globalized artistic world.

The repertoire for the Singapore version of Purnima/
Full Moon includes rare compositions such as daruvu 
(from the eighteenth-century Telugu drama, Pallavi Seva 

Prabandhamu of the Tiruvarur temple), svara pallavi (an 
older genre similar to the jatisvaram), selections from 
the Tamil Azhagar Kuravanji (a drama commissioned by 
the Rani of Sivaganga, Kattama Nacchiyar in 1840) and 
mandodari shabdam (a twentieth-century composition 
inspired by the culture of courtesans, composed by the 
late C.R. Acharyalu).

Scholarly research as a basis for creating Purnima/Full 
Moon

Much of my scholarly and academic work over the past 
15 years has involved researching and documenting the 
last remnants of devadasi culture in South India. Before 
the impact of anti-devadasi legislation was felt in South 
India, hereditary female performers performed in three 
contexts: the temple, the court and the salon (private 
functions in homes).  While scholars have observed that 
the repertoire they performed in each of these sites was 
perhaps initially distinct, by the end of the nineteenth 
century, however, the sadir kacceri or “concert repertoire” 
came to be performed in the temple, court and home. 
Throughout the Tamil and Telugu-speaking regions of the 
Madras Presidency, the nineteenth-century sadir kacceri 
repertoire consisted of several dance genres created at 
the Tanjavur court, combined with popular compositions, 
often called “folk dances” such as those in the Tamil 
kummi genre. 

I have always been curious about the advent of male 
dancers in colonial South India who were concurrently 
performing devadasi dance along with their female 
counterparts. Scholars tell us that men were integral 
to these performances, usually in their capacity as 
nattuvanars, dance-masters and vocal accompanists 
for the devadasis’ sadir kacceri. However, my recent 
ethnographic work with the descendants of the Tanjavur 
court nattuvanars and analysis of documents from 
Tanjavur palace records seem to tell a different story 
when it comes to sadir kacceri performances in the 
nineteenth century.  While the ritually-consecrated 
female devadasis may have been the exclusive 
performers of ritual dance in temples, men appear 
to have performed the more secular and poetic sadir 
kacceri.  I would argue that the larger shifts and 
historical ruptures that characterize the invention of 
modern Bharatanatyam can also be read through the 
re-imaging of the role, nature and aesthetic function of 
the male performer – repertoire is altered, movement 
is transformed and social/sexual roles are reified and 
represented by the dancing body.  In the early twentieth 
century when the sadir kacceri was re-invented as middle-
class Bharatanatyam, gender, like female sexuality 
itself, was re-imagined under colonial and upper-caste 
nationalist frameworks that invented the male dancer as 
a hyper-masculine, spiritual (Hindu) and patriotic icon 
for the emergent nation.  Gender roles vis-à-vis courtly 

PURNIMA/FULL MOON: 
Re-presenting Eighteenth and Nineteenth Century  
Dance as Creative Process

Hari Krishnan

Hari Krishnan
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dancing have thus been reified and become sedimented 
in both popular culture and scholarly discourse. Playing 
with gender reversals continues to inform and inspire 
my choreography. In Purnima/Full Moon for example, 
a male dancer takes on the central figure of the full 
moon (traditionally relegated to female dancers) where 
he performs the nayaka/nayika oriented pada-varnam 
(Danike Tagujanara in the raga Todi).

Empowerment through training

I have had the privilege of training with hereditary 
members of the devadasi and nattuvanar communities 
including Guru K.P. Kittapa Pillai and R. 
Muttukkannammal. I have also had the honour of 
working with several communities of devadasi women 
from interior Tamil Nadu to coastal Andhra Pradesh. 
Through my training under these great masters, I 
have understood that devadasi dance and its embodied 
preservation is not only timely, but also speaks to larger 
issues around the politics of representation.  Through my 
continued engagement with this community, I personally 
feel that there is a reluctance on the part of dance 
artists in India and the diaspora to engage with the last 
fragments of devadasi culture that continue to survive.  
Devadasi culture was rooted in an ethos that viewed 
sexuality as a liberating force, yet ironically, today 
devadasi women have been censored and disenfranchised.  
The devadasi dance is not some kind of exotic museum 
piece, but rather a living symbol of the power of survival 
in a politically hostile culture, and perhaps the only 
classical dance on the Indian subcontinent that has links 
to a real social history of resistance and struggle. Popular 
representations of Bharatanatyam usually project it as 
a “2000 year-old temple dance” that revolves around 
“story-telling” and “primeval Hindu myth.” Stemming 
from a long history of Orientalist knowledge about 
“sacred dance,” each of these statements serves to 
“other” the form, and relegates it as a symbol of cultural 
atrophy. Bharatanatyam as we see it today is barely 
two hundred years old, its repertoire is a courtly and not 
a temple repertoire, and linear, religious narrative – 
abhinaya as “storytelling” -- was not at its core. Popular 
Bharatanatyam also falls back on the crutches of an 
imagined history, and so the dance itself by extension, 
becomes a faceless, nameless, muted, melodramatic, 
convention and mechanics-bound form.  

As a Canadian dance artist and scholar who looks at 
Bharatanatyam critically from multiple perspectives, I do 
not want to propagate an imagined, romanticized world 
of “temple-dancing women,” but their actual art, not as 
an artifact, but as living performance culture infused 
with new life. Through my research and performance, I 
hope to continue suffusing the devadasi repertoire with 
a new life, a creative energy that retains the aesthetic 
integrity of the form, and allows it to speak to a new 
contemporary audience.

New Spaces: Purnima/Full Moon

As the Artistic Director of a Canadian dance company, 
inDANCE, I continue to create classical, neo-classical 
and experimental works. My choreography that draws 

inspiration from devadasi dance include full-length 
works such as Play (2002), Purnima/Full Moon (2006), 
Uma (2006), Red (2007), The King’s Salon (2009) and most 
recently Fallen Rain (2011) – all these works attempt to 
bring the traditional courtly devadasi dance technique 
and repertoire to global audiences employing the 
medium of a contemporary aesthetic framework. 

Purnima/Full Moon created in collaboration with visual 
designer Cylla von Tiedemann, video editor Boyd 
Bonitzke and costume/set/graphic designer Rex, was 
originally presented at Toronto’s Fleck Dance Theatre in 
2006. While still drawing inspiration from pre-modern 
dance traditions, Purnima/Full Moon went further with 
respect to radically re-designing the presentation of 
these compositions so that they would yield meaning 
in a contemporary context. This is why the multi-media 
Purnima/Full Moon unfolds as memory—shadowy, elusive 
yet persistent—and why memory is brought into the 
present through the experimental use of light, sound and 
film along with dance and text. 

While the work displayed the unique abstract movement 
vocabulary and hand gestures found only in the devadasi 
traditions of South India, and thus looks very different 
from contemporary Bharatanatyam, it is not an attempt 
to recreate “the way things were.” Purnima/Full Moon 
is neither a romanticized fantasy about the past nor a 
“reconstruction” of devadasi repertoire.  Rather, I used 
the very real inspiration I drew from the images and 
repertoire of the living devadasis I had worked with to 
speak in a modern voice about the artistic integrity of 
their approaches to the body and their courtly dance 
repertoire, as a personal tribute to the devadasi as a living 
archive of experience, and a museum of memory. The 
choreography is the culmination of over a decade and 
a half of research among various devadasi communities, 
particularly in two regions: the Tamil-speaking Tanjavur 
regions and the Telugu-speaking Godavari river delta.   

Movement and Memory: Images of Devadasi Dance in 
Purnima/Full Moon

Devadasi dance and music, known variously as sadir 
(“performed in an assembly”) or mejuvani (“performed 
for a host”), was integral to temples, royal courts, private 
soirees and elite wedding celebrations in Tamil and 
Telugu-speaking South India until the early twentieth 
century. The dance consisted of two major elements: 
abstract movement (adavu, adavusamu) and poetic 
interpretation (abhinayam).  The hereditary cultural 
practices of the devadasis were reinvented by non-
devadasi elites in the early twentieth century as one of 
the ‘classical’ arts of India, Bharatanatyam. 

Today, though Bharatanatyam is a global art that 
circulates in multiple paths, women from devadasi 
families continue to be misrepresented and are socially 
and economically marginalized.  But many women in 
these communities still perform behind closed doors, 
not for anyone but themselves --performing memory is 
power, pain, and beauty.

I create works based on my research and training with 
the devadasi community, as well as experimental dance 
works. My performances of Bharatanatyam arise out of 
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a critical awareness of historical context and meaning, 
and are rooted in ethnographic and textual research.  My 
reconstructions and re-presentations of eighteenth and 
nineteenth century dance repertoire move well beyond 
romanticizations of the past, and confront aesthetic 
realities and contours absent from the vocabulary and 
ethos of today’s Bharatanatyam. 

Purnima/Full Moon attempts to bring the traditional 
courtly devadasi dance technique and repertoire to North 
America and now to Singaporean audiences through 
a contemporary aesthetic framework.  Inspired by the 
historical context of nineteenth-century South India, 
Purnima/Full Moon was not “story-telling,” nor was it re-
construction or re-enactment -- it was a poetic evocation 
of the dance culture of the devadasis of early modern 
South India.  

In December 2004, I traveled with Cylla von Tiedemann 
and historian Dr. Devesh Soneji to these parts of 
South India, where Cylla extensively videographed and 
photographed temples and royal courts that were the 
sites of devadasi performance.

The footage by Cylla von Tiedemann constituted the rich 
visual tapestry of Purnima/Full Moon.  For the production, 
we had placed a large scrim covering the height and 
width of the stage.  This was placed downstage, and the 
video was projected through this large yet translucent 
membrane. The entire performance is located behind 
the scrim and the video imagery. Grey vertical panels 
encompassing the entire length of the stage were placed 
upstage, and these too captured fleeting fragments of 
the images. The visuals were thus an extension of the 
idea of a memory unfolding within another memory, 
compelling the audience to traverse multiple timelines 
in a single moment- the past, the present and the future 
in the here and now. Rex’s costume and jewelry design 
was intentionally in stark tones of black, white and 
grey, certainly a departure from the expected norm 
of “colorful” Indian classical dance, yet very much in 
keeping with the spirit of longing and memory, because 
like memory color often fades with time. 

I am deeply appreciative of the illustrious Bhaskar’s Arts 
Academy and their cache of magical artists, for affording 
me the opportunity to re-create Purnima/Full Moon in 
Singapore and thereby being able to share some of my 
research with local dance connoisseurs. 

Hari Krishnan is an internationally respected dancer, 
choreographer, teacher and dance scholar. He is an award 
winning dance-maker who combines classical elegance and 
populist echoes. He is World-Dance-Artist in Residence at the 
Department of Dance in Wesleyan University (Connecticut). 
Hari Krishnan is frequently commissioned as a forward 
thinking, innovative choreographer with an original edge to 
create works in the US, UK, Canada, Singapore and India.  
He holds a Master’s degree in Dance from York University 
(Toronto) and is currently completing his PhD in the dance 
department at Texas Woman’s University.  Krishnan’s 
research areas include colonialism, post-colonialism & Indian 
dance, globalization & the arts of India, Bharatanatyam in 
Tamil cinema & the history of devadasi dance traditions in 
Tamilnadu and Andhra Pradesh, South India. He is a regular 
contributor to academic conferences on cultural history and 
dance around the world.

Photographs Courtesy Hari Krishnan Music accompanying devadasi dance in 19th century 
South India

Devadasi dance repertoire is embedded in a larger 
matrix of performance that involved both secular 
and ritual music repertoires. The traditions of 
nagasvaram and tavil are vital components of South 
Indian temple culture.  Like the ritual repertoire 
of the devadasis, the basic function of the music 
is to generate auspiciousness, and thus it is also 
known as mangala-isai, or mangala-vadyam.  The 
nagasvaram ensemble of Tamil temples was often 
called periya melam (‘big troupe’) as opposed to the 
chinna melam (‘small troupe’) that consisted of the 
devadasi and her accompanists.  Communities of 
nagasvaram and tavil artists were closely related to 
devadasi and nattuvanar communities, and as a result 
of their close interactions, much of the devadasi 
dance repertoire was preserved as music played 
on the nagasvaram. The term nattuvanar connotes 
a man who accompanied the devadasi dance in the 
capacity of a dance-master, music conductor, and 
vocal percussionist.  In nineteenth-century South 
India, particularly among the Tamil-speaking devadasi 
communities, the nattuvanar would train the dancer 
and would also join her during the performance by 
providing vocal accompaniment and reciting vocalized 
rhythms (cholkattu).  The primary visual marker of 
the nattuvanar was the talam, a pair of small hand-
cymbals that he would beat in consonance with the 
footwork executed by the dancer.  Some of the most 
famous nattuvanars served in the Tanjavur court.  The 
ancestors of the Tanjavur Quartet, for example, had 
been serving as nattuvanars in the Tanjavur court since 
the time of the seventeenth century Nayaka kings.  
Other instruments accompanying devadasi dance were 
the muttu drum (a compact, more portable mridangam-
type drum), mukhavina (a small nagasvaram), and tutti 
(the bellows to maintain pitch or sruti). In the late 
nineteenth century, Mahadeva Nattuvanar (1832-
1904), son of Sivanandam of the Tanjavur Quartet, 
introduced the use of the Western clarinet in the 
devadasi dance troupe (melam).
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Priyanka Seshadri

According to the jazz composer Duke Ellington, 
musicians had to be dancers too, in order to ‘understand 
the beat’.1 Although the role of dance in the evolution 
of jazz has been a less researched area, writers on 
forms of dance such as the jitterbug and lindy hop 
have emphasized the interconnectedness of music and 
dance, of ‘swing’ and movement. Swing was played to 
accompany hordes of dancers, who responded to its 
smooth flow and sound. Big bands such as those led by 
the drummer Chick Webb, would ask the dancers in the 
ballrooms they played at, the tempo they desired. Dance 
was the collective enjoyment of music, and a collective 
response to rhythm. 

The emergence of swing can be attributed to 
developments in technology, as electrical recording 
around 1925 allowed for more subtle changes in music 
to be documented. A piece of music could have a more 
driving beat while the other instruments would still be 
audible. Dancing changed according to changes in music. 
Gunther Schuller2 speaks of the ‘horizontal’ elements 
of swing, its forward moving melody, and the ‘vertical’ 
elements, the rhythm and the harmony. Dance began to 
evoke these elements – Frankie Manning, the well known 
lindy hopper, would dance such that his body would be 
horizontal to the ground, as he wanted to create the 
impression that he was flying. He later invented the air-
step, rising vertically into the air. 

In the domain of music, blacks were perceived to be the 
most proficient, and the clarinetist Benny Goodman’s 
reason for bringing pianist Teddy Wilson and vibraphone 
player Lionel Hampton, both black musicians, into his 
otherwise all-white band, was simply because they were 
the best. When such a suggestion was initially made, his 
survival instincts led him to say, “I’m not such a fool.”3 

The exuberant dancing that swing inspired, was perfected 
by black dancers, especially the lindy hoppers who 
dominated the Savoy ballroom in Harlem. During the 
swing era, blacks gained popular recognition – sometimes 
not so favorable – for their ability to improvise and move 
spontaneously.

In ‘The Autobiography of Malcolm X as Told to Alex 
Haley’, Malcolm X describes his experiences as a 
shoeshine boy at the Roseland Ballroom in Boston. On his 
first day he was captivated by Benny Goodman’s band, 
and would later flick his shoeshine rag to the beat of the 
music being played. According to him, no white band 
could ever satisfy the black dancers. Malcolm believed 
that the ability to perform the lindy hop was inherent 
within blacks, a form which only they could perfect. 

Having acquired a fashionable ‘zoot’ suit and a conk,4 
Malcolm had almost completed his transformation from 
a ‘country’ boy from Mason to a hip Boston cat, but 
his single embarrassment was that he couldn’t dance. 
However, inebriated one night at a party, he finally 
worked up the courage to lindy and it didn’t take him 
long to ‘loosen up the dancing instincts in [his] African 
heritage.’5 Malcolm’s impression of the black’s instinct 
to move was shared by other observers around him, his 
friend Freddie commenting, “You wait until you see a 
spooks’ dance! Man our people carry on!”6 It was the 
general impression that blacks were able to perform the 
lindy better than whites, and could respond to swing and 
beat with their bodies, eliminating rules and restrictions. 
It was as if they were breaking free of the shackles 
placed upon them, through physical movement, which 
came to them naturally. Herbert White, a bouncer at 
the Savoy Ballroom in Harlem, and founder of a lindy 
hopping troupe, would comment that the lindy was a 

JAZZ, THE LINDY HOP AND 
RACE RELATIONS
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black art form which became a part of American culture. 

Yet public recognition of talent was reserved for white 
performers. During the swing era, Benny Goodman 
received greater recognition than Duke Ellington, given 
the title the ‘King of Swing’ although it was Ellington 
who composed the path breaking music of that era, and 
was the first to use the word in his song, “It Don’t Mean 
a Thing if it Ain’t Got That Swing.” Ellington would say, 
“Jazz is music. Swing is business.” And in that business, 
although black artists were often the pioneers of a style, 
its appropriation into popular American culture would 
involve celebrating the white artists who performed it. 
White musicians and dancers often articulated their 
admiration and indebtedness to the black performers 
they drew inspiration from. Benny Goodman admired 
Ellington and Fred Astaire would also gaze at black lindy 
hoppers and wish that he could dance like them. 

Although the Roseland Ballroom in Boston was 
segregated, with separate timings for blacks and 
whites, the Savoy in Harlem, home of the lindy, was 
integrated. Frankie Manning and Norma Miller, two 
famous lindy hoppers from the Savoy, a part of Herbert 
White’s ‘Whitey’s Lindy Hoppers’, were interviewed and 
commented on the mixture of people who attended the 
dances. On entering the Ballroom, the only thing they’d 
say would be, “Hey, he can dance! Right! Ok.” 7Norma 
Miller said that they had white dancers who were so 
good, she wanted to ‘hit ‘em’, describing the Savoy as an 
‘American’ phenomenon, a true ‘melting pot’ with Italian 
dancers from the Bronx and Jewish boys from Brooklyn. 
Miller was raised in an ‘integrated dance world’ as she 
described it. To Manning, the people he encountered at 
the Savoy were not white or black, but dancers. 

The lindy hop was performed at multiracial events such 
as the Harvest Moon Ball. It was here, in 1935, that 
Whitey’s lindy hoppers encountered restrictions placed 
upon them, as they were required to dance according 
to rules, not allowed to move away from their partners 
or remove their feet from the ground. They would be 
assessed by white judges. Whitey’s lindy hoppers won 
first, second and third place in that competition, by 
staying true to their instincts, and breaking the rules. 
The Lindy competition was won by black dancers 
subsequently every year until 1950. 

Whites in America began to pay attention to the lindy, 
allowing it to be performed at concerts. White’s lindy 
hoppers were brought into musical theatre, performing 
in a production called ‘Hot Mikado’ which became very 
popular. But the outcome of the acceptance of lindy was 
the growth of a general impression that the lindy was not 
black in origin. The writer Carl Van Vechten predicted 
this outcome in the 1930s8, that while what was seen in 
American musicals was ‘Negro’ in origin, whites would 
proclaim sadly that it was such a pity that the blacks had 
no culture of their own. The black revues involving the 
lindy were seen as black attempts at white cultural styles. 
Vechten firmly believed that the lindy hop would reach 
this ironic fate. 

The 1930s and 40s was a period when blacks played 
an important role in defining ‘American’ culture. The 
treatment they faced for being black only forced them 
to express themselves more vehemently. As Ellington 

articulated this, “I took the energy it takes to pout, and 
wrote some blues.”9 Dance was exhilarating and broke 
restrictions. It was freedom. Both jazz and the lindy 
were domains where blacks had authority and voice, and 
despite repeated attempts to curb this spirit, they dealt 
with the blues by jumping for joy.

Endnotes:
1.Duke Ellington quoted in the book ‘Jump for Joy: Jazz, 
Basketball and Black Culture in 1930s America’, by Gena 
Caponi-Tabery, p 53. 
2.Ibid. p 55. Schuller was an American composer and 
historian, who defined swing as felt or subjective 
and technical (comprising of vertical and horizontal 
elements). 
3.Benny Goodman quoted in the book ‘Jazz: A History of 
America’s Music”, by Geoffrey C. Ward and Ken Burns, p 
236. 
4. A zoot suit was popular during the 1930s and 40s. The 
trousers were high -waisted, wide – legged and tight 
cuffed. The coat had wide lapels and padded shoulders. 
The conk was a hairstyle popular among blacks. Lye 
would be used to straighten the hair, and Malcolm X felt 
that applying the corrosive lye onto the scalp, in order to 
look ‘white’, was a sign of black self-degradation.
5.Malcolm X quoted in ‘The Autobiography of Malcolm X: 
As Told to Alex Haley’ – p 47.
6. Ibid, p.42.
7.Quote from an interview with Frankie Manning and 
Norma Miller, an excerpt of which is given in ‘Jazz: A 
History of America’s Music’, p 221. This quote was by 
Manning. In the rest of the paragraph, phrases in single 
quotations marks were used by Miller in the interview.  
8.Carl Van Vechten is quoted in ‘Jump for Joy: Jazz, 
Basketball and Black Culture in 1930s America’. He uses 
the term ‘Negro’. P 66.
9.Duke Ellington quoted in ‘Jazz: A History of America’s 
Music’, p 247.
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QUIZ Identify 5 musical instruments in the collage 
on the cover page. 

Name: _____________________________________________________________________

Contact no: ________________________  Email id: __________________________________
Hurry! Hand in your entries at the Nrityalaya office by 5pm on August 15th. You could win 
complimentary tickets to an upcoming Nrityalaya production.  
The competition is open only to students of Nrityalaya
Collage courtesy V.V. Ramani
ANNOUNCING WINNERS OF LAST QUIZ (APRIL 2011) 
Anamika Murkoth & Darshan s/o Arumugam  
(Please collect your complimentary tickets to “Radha Now” at the Nrityalaya office) 
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Answers to the last quiz: 
1. Padma Subrahmanyam  2. Yamini Krishnamurthy  3.Balasaraswati  4. Mrinalini Sarabhai  5. Ram Gopal   
6. Rukmini Devi  7. Neila Sathyalingam 8. Santha Bhaskar

UPCOMING EVENTS
Aug 22 

Sreekrishna Jayanthi Programme, Sree Krishnan Temple, 
Waterloo Street (BAA Ltd) 

Aug 27, 28 

“Sangita Ankuram 2011” (Music Fest 2011) by NAS at 
NAFA Lee Foundation Theatre

Aug 23 to Sept 16    

Kathakali Workshop at Lasalle College of Arts (BAA Ltd)

Waiting for that one great love. The mythical Radha, a memory 
too strong to erase. Radha Now explores, questions and is open to 
possibilities. To change the texture of that waiting. To love from a 
point of strength. To connect to a core deep within. 

RADHA NOW 

An Exploration in Dance  
by Nirmala Seshadri
8pm, Saturday October 8th, 2011
NAFA Lee Foundation Theatre
(151 Bencoolen Street) 

For more details call 6336 6537

Presented by Bhaskar’s Arts Academy Ltd 

Akanksha 

A Solo Kathak 
Performance  
by Pallavi Sharma 
8pm, Saturday  
Oct 22nd, 2011

Substation 
(45 Armenian Street) 

For more details  
call 6336 6537

Presented by Nrityalaya 
Aesthetics Society

1.  __________________  2.  _________________  3. ____________________

4.  ________________________  5.  ________________________
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#01-01 Stamford Arts Centre 155 Waterloo Street Singapore 187962

Tel: +65 6336 6537  Fax: +65 6334 0326  Email: nas@pacific.net.sg  Website: www.nas.org.sg

Art Gallery and Office: 19, Kerbau Road Singapore 219158

Tel: +65 6336 6537/ +65 6396 4523  Fax: +65 6334 0326 Email: nas@pacific.net.sg 

To make a donation to bhaskars arts academy please visit our website: www.bhaskarsartsacademy.org

Overseas Branches

2764, Hawk Landings Court, Placerville, CA 95667, USA  Tel: +1(916)337 4834

Shwimmbadstrasse 3, 79100 Freiburg, Germany

Nrityalaya Aesthetics Society


