DC Dr CHANDRABHANU

Born 1950, Kangar, Perlis, Malaysia Lives in
Melbourne, Victoria

Dr Chandrabhanu OAM is a master dancer
who specialises in ugsprL 19 wLh
Bharatanatyam, a classical Indian dance form
that originated in Tamil Nadu; and G&4é!1

Odissi, the oldest surviving classical dance
from the temples of Odisha — home to the
maharis, artists who sang and danced in
devotion to Jagannath, an avatar of Krishna.
Chandrabhanu’s practice oscillates between

research and T« sadhana (spiritual

practice).

His creative journey began with field visits to
ancient temples in Odisha (formerly Orissa) in
Eastern India, consultations and collaboration
with communities, and studies in feminist
literature.

He then expanded on the knowledge gained



through books and histories by turning his
research inwards. Initiated into tantric
practices, he gained a deep discipline through

1Y« sadhana, and through introspection he

confronted the ten incarnations of the

Hindu goddess Ma Kali. These incarnations
embody different aspects of the human
consciousness in divine feminine form, which
the tantric sadhana helped him identify within
himself. The culmination of his decades-long
practice, bringing together his knowledge and
spirituality, is his magnum opus
Dasamahavidya, which is featured in the
dance work we have captured on film.
Chandrabhanu’s work is indebted to the
profound influence of his late husband
Geoffrey Goldie, who played an integral role
in the production of many performances. In
1973 Goldie provided a space to teach, and
Chandrabhanu opened his home in
Melbourne to a small group of students. This
became the first dance studio of
Chandrabhanu’s Bharatalaya Academy,
which Chandrabhanu now directs, and the
company continues to offer lessons in
Bharatanatyam, Odissi and Indian classical
music.



Dr CHANDRABHANU

(Born 1950)

Dasamahavidya

Dance performance, 2025
Commissioned by State Library Victoria
Documented by SLV Creative Studio
Video projection, sound

Duration: 33:09 mins

Geoffrey GOLDIE

(1921-2007)

Dasamahavidya 1990 acrylic on canvas
Courtesy of Dr Chandrabhanu



Kali

‘Here in the waters of existence

Black Kali, eternal time pours out from her
inexhaustible womb. The continuous play of
creation — and then swallows it all again. Her
garment is space.

She is naked, for she has stripped of all the
veils of existence and illusion.

She is black, for all colours disappear into
black, just so do all beings and forms enter
into the void that is Kali.

She is the revelation of great path of wisdom.
Oh mother, who wields a sword and holds a
human head. Your girdle of human hands -
our destinies, shake and tremble as you
dance wildly.

You stand on a corpse of Shiva, bringing him
to life.

Oh black Kali, with your tongue protruding
mocking all that exists.

You are the auspicious mother of the
universe,’



Tara

You are the colour of waters of chaos as the
dwarfish Tara. Serpents wave in your matted
locks.

You drink the blood of existence, standing on
the body of Shiva the supreme male.’

Sodasi

‘With full breasts, the embodiment of desire,
your beautiful hair shimmering, your body
gleaming like moonlight, you are the bringer
of desire to Shiva in eternal love, play and
embrace with him. Oh bewitching one, who is
Sodashi.’

Bhuvaneshwari
‘A lion is your mount.

Oh intoxicator of the world. Who upholds the
3 levels of existence. You caused Shiva to
destroy Kama, the God of desire. Yet you are
the most desirable. In many forms you appear
as Lakshmi, consort of Vishnu. You are
Bhuvaneshwari, nourisher of all.’



Bhairavi

‘Blood from your fangs has dripped and
smeared red — your breasts gleaming like a
thousand suns. The three worlds you rule, yet
you will destroy them all. Horrific Bhairauvi,
with a garland of skulls.’

Chinnamasta

‘With a sword in your hand you behead
yourself and let the blood from your neck
gush into your own mouth and into the
mouths of two goddesses who rule action and
desire. You give your life blood to all and will
drink it all again back unto yourself. Oh!
fearsome Chinnamasta.’

Dhumavati

‘As Dhumavati the old widow, you are
frightening. Crows peck on your head as you
drive your chariot.

You have forgotten your origins. Oh, old
wrinkled one, whose hair is tangled and
whose breasts are pendulant.’



Bhagala

"Your enemy’s tongue you sever, as Bhagala
you are wonderful in form. Your feet all

worship in the desire of joy. A noose, a goad,
a bow and club are your weapons of wisdom.’

Matangi

‘All torment is removed when the mind rests
on you. You slew the buffalo demons
Maheshasura. Oh Matangi! Wearing the
Moon and the Sun on your head.’

Kamala

‘A lotus in form, auspicious, beautiful. Behold
her full breasts and calm smile, bathed by two
elephants. She is fulfilment itself. Let her
make a thousand lotuses bloom from my
head. She, Kamala, is pure consciousness.’

Dasamahavidya.

— Dr Chandrabhanu, 1991
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The Serpent Power
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John WOODROFFE (aka Arthur Avalon)
(1865-1936)

Hymn to Kali: Karpuradi-Stotra
London: Forgotten Books, 2006 (first
published 1922)

Exhibition prop
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John WOODROFFE (aka Arthur Avalon)
(1865-1936)

Hymns to the Goddess and Hymn to Kali
Madras: Ganesh & Company, 2024 (first
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Exhibition prop
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The hundred thousand songs of Milarepa,
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University Books, 1962
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Ajit MOOKERJEE

(1915-1990)

Yoga Art

London: Thames and Hudson, 1975
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John WOODROFFE (aka Arthur Avalon)
(1865—1936)

Introduction to Tantra Sastra Madras:
Ganesh, 1956
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The result of HTY sadhana can look different

for each sadhaka, depending on the medium
that shapes one’s practice and the level of
devotional practice and discipline. For

Chandrabhanu, 919« sadhana resulted in the

creation of Dasamahavidya; for Geoffrey
Goldie it took the shape as a painting series.
Vali Myers’s devotion to Kali manifested as
an ankle bracelet. For Sir John Woodroffe
(1865— 1936), who was initiated into tantric
practice when he was a barrister based in

India, 919« sadhana led him to translate 20

original Sanskrit texts into English under the
pseudonym Arthur Avalon.

Sir John Woodroffe's 8T¥«T sadhana parallels

Chandrabhanu’s, in that both encountered a
sadhu (priest) and underwent an initiation,
adopted a pseudonym and dedicated their
writing and dance practice to Shakti (who
represents the feminine principle of creation).
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ILANKOVATIKAL

(Active 4th—6th century) Silappadikaram:
The Ankle Bracelet London: Allen & Unwin,
1967
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Gtsang-smyon He-ru-ka

(1452-1507)

The Life of Milarepa

Translated by Lobsang P Lhalungpa in
collaboration with Far West Translations
London & Sydney: Granada, 1979

S 922.94 M61J
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Walter KAUFMANN

(1907-1984)

The Ragasof South India: A Catalogue of
Scalar Material

Asia Publishing House, 1991

A 781.264 K16R
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NANDIKESVARA
(4th—5th century BCE)



Mirror of Gesture: Being the Abhinaya
Darpana of Nandikesvara

Translated by Ananda Coomaraswamy and
Gopala Kristnayya Duggirala

Cambridge, MA: Harvard University Press,
1917
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DR RAJESHWARI

Sakti Iconography

New Delhi, India: Intellectual Pub. House,
1989

Courtesy of Dr Chandrabhanu
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David KINSLEY

(1939-2000)

Tantric Visions of the Divine Feminine:
The Ten Mahavidyas

Delhi: Motilal Banarsidass, 1998
Courtesy of Dr Chandrabhanu
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Ramachandra CINTAMAN DHERE
(1930-20106)

The Lajjagauri and Anandanayaki
Translated by Jayant Bhalcandra Bapat



Melbourne: Monash University Publishing,
2020
Courtesy of Dr Chandrabhanu
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Pupul JAYAKAR

(1915-1997)

The Earthen Drum

New Delhi: National Museum, 1983
Courtesy of Dr Chandrabhanu
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Ludwig PESCH

(Born 1955)

Ragadhana: An Alpha-Numerical Directory
of Ragas Irinjalakuda, Trichur District,
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Alain DANIELOU

(1907-1994)

Northern Indian Music: Volume Two: The
Main Ragas London: Halcyon Press, 1954
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Alain DANIELOU
(1907-1994)

Northern Indian Music Vol. 1
London: C Johnson, 1949

A 780.954 D22N
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Richard WIDDESS

(born 1951)

The Ragas of Early Indian Music: Modes,
Melodies, And Musical Notations From the
Gupta Period to ¢.1250 Oxford: Clarendon
Press; New York: Oxford University Press,
1995
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Research is my meditation. — Dr
Chandrabhanu

Bharatnatyam and Odissi are generative by
nature. Both forms require the shishya
(disciple or student) to study Sanskrit texts on
the performing arts, such as the Natya
Shastra and Abhinaya Darpana.

These contain specific movements, mudras
and poses available for a dancer to combine
in their choreography. Music used for any
classical dance piece can be composed in a
similar way. Raga is the melodic framework
that dictates the pitch, scale and mood of the
song, while thalam informs the rhythm and
pace in which the dancers move.
Chandrabhanu has devoted years of study to
master these elements. His creative practice
shows discipline and technical mastery,
inherent to a dedicated way of working. While

his AT« sadhana followed the vamacara

left-hand’ path, his choreography still follows
traditional dance frameworks in movement,
rhythm and sound.

For Dasamahavidya he chose the Durga raga
and Tala jati (rhythm; pattern of beats).
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Geoffrey GOLDIE

(1921-2007)

Preparatory collage for Chandrabhanu’s
Odissi: The Sensuous Spirit

1991

Courtesy of Dr Chandrabhanu
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THE BHARATAM DANCE COMPANY

(Est. 1973)

Chandrabhanu’s Odissi: The Sensuous
Spirit Theatre program, Victorian Arts Centre,
Melbourne, 1991

998262073607636
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Geoffrey GOLDIE

(1921-2007)

Dasamahavidya, 1990

Hansavihar exhibition catalogue, 2001
9911219423607636
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Geoffrey GOLDIE

(1921-2007)

Dasamahavidya 1990 acrylic on canvas
Courtesy of Dr Chandrabhanu



When | was introduced to the
Dasamahavidya, that was it —

| knew straight away this was where my path
in Odissi was leading me. | was so involved
with research into Shakti worship

academically. Combined with the tantric GTeel

sadhana it brought home the knowledge into
practice.

By learning the Dasamahavidya ATrtJe]

sadhana and creating the dance, my life
changed. And | was going to find that it was
going to be the same for Geoffrey. His
creativity just expanded.

He took all my research notes, studied them,
and then he decided first to create the set of
banners to use as stage backdrops. And then
he created his own paintings, etchings,
drawings. He never stopped. Right up until
the end of his life, he just kept going on
exploring how to portray those 10 forms of the
goddess.

Many years later, | looked at my
choreography and | said, ‘Look, |
choreograph like a painter.’

— Dr Chandrabhanu



In 2025, Chandrabhanu began teaching the
Dasamahavidya, passing on his legacy to his

shishyas through 9I9RT parampara. According

to Odissi dancer Madhavi Mudgal, parampara
describes a tradition that ‘is always moving,
otherwise it would have died if it were static
and stagnant ... [Itf] means something flowing,
which has prabaha, which moves on, taking
the inputs of each generation of artists. It's

not static.’
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Khandua pata

Silk ikat, 1977

Courtesy of Dr Chandrabhanu

2

Khandua pata

Silk ikat, 1992

Courtesy of Dr Chandrabhanu



1
6@&PIOG2 Bengapatiya

Three-tiered belt worn around the waist
Silver, 1974
Courtesy of Dr Chandrabhanu

2
’{I;'EIT\ Ghungroo

Bells worn on the anklets
Cotton, brass bells, 1990
Courtesy of Dr Chandrabhanu
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Silver disc earrings

Silver, 1989

Courtesy of Dr Chandrabhanu

4
@le Kaana Ear cuffs

Silver, 1974
Courtesy of Dr Chandrabhanu
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Dr CHANDRABHANU

(Born 1950)

661 G2/ Kesha Pitha Hair ornament

Silver, 1990
Courtesy of Dr Chandrabhanu

6
@l Haara Necklace Silver, 1997

Courtesy of Ambika Docherty

7

Ya POON
(Born 1949)
2/6) Haara

Small necklace worn close to the neck
Bronze with silver coating, 1977 Courtesy of



Dr Chandrabhanu
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@I Haara

Long necklace with mango design
Silver, 1974
Courtesy of Dr Chandrabhanu

9
6@l Cheeka

Small necklace worn close to the neck
Silver, 1989
Courtesy of Dr Chandrabhanu

10
@l Haara Necklace Silver, 1991

Courtesy of Dr Chandrabhanu

11
@& Chudi Wristlets Silver, 1974

Courtesy of Dr Chandrabhanu

12
QIge& Bahichudi
Armlets for each upper arm

Silver, 1997
Courtesy of Dr Chandrabhanu
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THE BHARATAM DANCE COMPANY AND
CHANDRABHANU

(Est. 1973; Born 1950)

‘Geoffrey Goldie’ Osiriad

Production notes in theatre program, 1988
998262073607636

2

THE BHARATAM DANCE COMPANY AND
CHANDRABHANU

(Est. 1973; Born 1950)

Osiriad

Theatre program, 1988

998262073607636
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DR CHANDRABHANU AND THE
BHARATAM DANCE COMPANY

(Born 1950; Est. 1973)

Medea

Fold-out poster from theatre program, The
Open Stage, Carlton, Vic, 1992
998262073607636

4
BHARATAM DANCE COMPANY
(Est. 1973)



‘Sets and Costumes’ Chandrabhanu’s Medea
Production notes in theatre program, 1992
998262073607636
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Geoffrey GOLDIE

(1921-2007)

‘Chandrabhanu’s Nine Lives’ 2000
Orientations

Exhibition catalogue, Metropolitan Meat
Market, Melbourne, 2005
9911219423607636

6

Geoffrey GOLDIE

(1921-2007)

Moving Colours: An Exhibition of Set and
Costume Designs for Dance

Exhibition catalogue, Joshua McClelland Print
Room, Carlton North, Vic, 2007

Australian Art and Artist file: Goldie Geoffrey



Back in the 1970s there weren’t many male
Odissi dancers, so | used female jewellery.
People used to say to me, ‘Are you going to
dress yourself as a woman to dance?”’

And | said, ‘No, | don’'t want to dance as a
woman and I'm dancing as myself.’

We were working on authenticity. When |
could afford to buy antique jewellery, | chose
every single piece in the Bengapatiya and
had them threaded together.

| was androgynous on stage, so authenticity
was one thing, but it had to be designed for
me. And that’'s when Geoffrey stepped in. He
decided he was going to design whatever |
was going to wear and not without some
arguments ...

IMERATHAT A™ haryabhinaya is the use of
traditional jewellery

and a gracefully draped saree to enhance a
dancer’'s presence — the

performer’s visual art. Chandrabhanu uses
aharyabhinaya to bring authenticity to the
stage, presenting himself as an androgynous
figure carrying both Moon and Sun energies.
Through his selection of jewellery and sarees
he honours artisans in India for their
craftsmanship and the tradition that the



designs come from.



KRISHNA AS JAGANNATH

The Hindu god Krishna, known for his dark
blue skin, a peacock feather in his hair, and a
flute in his hand, goes by many names.

One of the names he is known by is
Jagannath. As Jagannath he is carved out of
neem wood and painted with bright colours.
This icon lacks limbs, and two large eyes
consume most of the figure. Each eye
represents both the Sun and the Moon.
Traditionally, Jagannath is represented
without a body. Though this modern sculpture
Jagannath has anthropomorphic features, its
lack of hands or a distinct body presents the
god as anadi (without beginning) and ananta
(without end).



MINIATURE SHRINE WITH JAGANNATH
TRIAD

Jagannath is sometimes pictured as part of a
triad with his two siblings Balabhadra (far left)
and Subhadra (centre), who can be
distinguished from Jagannath by the shape of
their eyes. Their eyes are ovals, while
Jagannath’s are large and circular.



ON CHANGING MY NAME

| had changed my name from Zamin Haroon
to Chandrabhanu in 1974, which was when
my guru gave me that name. It's interesting
that he chose that name, Chandra and
Bhanu: Moon and Sun. Most of my gurus
recognise that aspect of me. | asked my guru,
‘Is there any story behind it?” And he replied,
‘Because you dance like the Moon and the
Sun. You have both things.” So | thought that
it was appropriate. And having been given a

name by my guru, | treasured it.
— Dr Chandrabhanu, 2025



The traditional repertoire of Bharatanatyam
and Odissi would consist of dances devoted
to male deities. In fact, with my first teacher, it
was all about Shiva, Krishna and Muruga.
The first time | learned about Devi and Durga
was when | studied under guru Adyar K
Lakshman. When he taught me a dance on
Durga, it felt as if | just learned how to dance.
| discovered primeval spirituality.

There’s more to this than just the goddesses;
there is a complex confrontation with life
itself. And that’s when | decided that female
metaphorism in songs and mantras were the
original primeval spirituality. But somewhere
along the line they had become less
important than masculine forms of divinity.

— Dr Chandrabhanu, 2025

Bharatanatyam and Odissi are devotional
dances originating from temples in India and
even today studios and stages are structured
to always include the presence of Nataraja
(Shiva as the Lord of the Dance) and
Jagannath (an avatar of Krishna and
considered the Lord of the Universe in
Odisha). Chandrabhanu’s devotion expands
to include female deities, and his repertoire



and stage design are influenced by the
presence of Kali and Durga, and the yoginis
who are manifestations, parts or versions of
the goddess Kali.
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BHARATAM DANCE COMPANY

(Est. 1973)

Chandrabhanu’s Shakti: Goddess
Theatre program, Victorian Arts Centre,
Melbourne, 1993

998262073607636
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DR CHANDRABHANU
(Born 1950)

Devi: Goddess Absolute Theatre program,
1984 Courtesy of Dr Chandrabhanu

9

Geoffrey GOLDIE

(1921-2007)

Yantra of the Goddess

exhibition catalogue, Lyttleton Gallery,
Melbourne, 1995 9911219423607636

10

Pushpendra KUMAR

(Born 1936)

"Sakti and Her Episodes: On the Basis of
Ancient Indian Tradition and Mythology
Delhi, India: Eastern Book Linkers, 1981

S 294.5514 Sh2S



ON YANTRAS

Yantras are geometric diagrams that show us
aspects of human consciousnesses that
deities possess. Triangles feature in goddess
yantras, as this shape is associated with
female regenerative power.

Geoffrey Goldie’s HTtI«T sadhana (spiritual

practice) took form in visual art and yantras
appear in his paintings, prints and drawings.

As part of Chandrabhanu’s tantric dreleT

sadhana, he confronted all ten manifestations
of Kali by meditating upon each yantra. His
confrontation with the goddesses helped him
recognise them as divine forms of human
consciousness that are within us all.
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CHANDRABHANU AND THE
BHARATALAYA DANCE COMPANY
(Born 1950; Est. 1973)

The Magic of a Cosmic Dancer ... The

Dream Weaver Theatre program, 1983
998262073607636

2

THE BHARATAM DANCE COMPANY
(Est. 1973)

‘Chandrabhanu’

Milarepa

Text in theatre program, 1988
998262073607636
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Rukmeni KUMARI Kali 20th century
Watercolour on paper

Mithila region, Bihar, India

National Gallery of Victoria, Melbourne
Purchased, 2005

2005.436
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Uttam CHITRAKAR

(Born 1991)
Durga with Mahishasura 2025

Gouache on paper
Exhibition prop
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Harish CHANDRA DAS

Tantricism: A Study of the Yogini Cult New
Delhi: Sterling, 1981

S 294.5514 D26
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CHANDRABHANU’S BHARATALAYA
ACADEMY

(Est. 1973)

Stage design for Devi: Goddess Absolute
Digital print, 1984

Courtesy of Dr Chandrabhanu
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Vali MYERS

(1930-2003)

Kali ankle bracelet 1996—1997
Gold H2018.498/2

3)

Ajit MOOKERJEE

(1915-1990)

Tantra Art: Its Philosophy & Physics New
Delhi: Kumar Gallery, 1966

AF 701 M77
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BHARATAM DANCE COMPANY

(Est. 1973)

Odissi Odyssey

Sapta Matrika verses, theatre program, 1997
998773473607636
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BHARATAM DANCE COMPANY:
CHANDRABHANU

(Est. 1973; Born 1950)

Odissi Odyssey

Theatre program poster, 1997
998773473607636



STAGE DESIGN FOR DEVI: GODDESS
ABSOLUTE

In 1984, Chandrabhanu presented Devi:
Goddess Absolute at the Victorian Arts
Centre. Geoffrey Goldie designed the set
after the architecture of a yogini temple the
couple had visited in Orissa, India. The stage
resembled the circular shape of the temple
and included paintings of the 64 sculptures of
yoginis that surround the central deity, Kali.
It's a central tantric Shakti site, feared by
many who are not familiar with the practice of

AT« sadhana there, which takes
place in secret at midnight. Historically, it had

been used for the ATATIIY vamacara sects to

meditate with a corpse [vamacara denotes a
‘left-hand path’ that requires one to break
religious norms to achieve spiritual liberation].
There is a platform in the precinct
representing a one-legged Shiva. On this
platform the sadhaka (spiritual practitioner)
sits for the major initiation. | had learnt the

Chamunda yogini’'s HT¥«T sadhana here,

taught by a sadhaka who resided there in a
little hut beside the temple site.




— Dr Chandrabhanu, 2025



KALI'S YANTRA

The most common version of the Kali yantra
IS characterised by concentric triangles
enclosed in lotus-petal patterns. The Kali
yantra presented in Ajit Mookerjee’s book is a
contemporary expression of the traditional
yantra from Rajasthan, India, and is
commonly called a paglya (feet or footsteps)
yantra. Though commonly used to depict the
goddess Lakshmi, here it depicts Kali.



VALI'S KALI ANKLE BRACELET

Peter is making me a golden bracelet for my
ankle, out of the melted-down gold from my
ltalian necklaces — there will be 2 strands of
mesh chain held together with 5 skulls and
fastened with 2 fox heads, and 2 bones, all in
gold. It's my Kali ankle bracelet, to be worn
on the left side, of course.

— Vali Myers, diary, 3 October 1996

Devotion features in creative practices
entwined with religion or spirituality. For some
artists, devotion is disciplined ritual of prayer

In front of a shrine, a form of AT sadhana.

For Vali Myers, devotion to

Kali manifests in the shape and styling of her
jewellery.

Vali Myers’s insistence on wearing the Kali
anklet on the left side holds religious and
symbolic significance. In Hindu tradition the
left of the body is associated with the divine
feminine energy.

By placing the anklet on the left, Myers aligns
herself with sacred Hindu principles,
honouring the goddess Kali with reverence
and intentionality.
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THE BHARATAM DANCE COMPANY
(Est. 1973)

Paul Carter, ‘Genealogy as Geography’ Old
Wives’ Tales

Theatre program, 1997

998262073607636

2

BHARATAM DANCE COMPANY

(Est. 1973)

Chandrabhanu’s Old Wives’ Tales

Fold-out theatre program, Malthouse Theatre,
Melbourne, 1997

998773473607636



Weaving feminist narratives together is
important to Dr Chandrabhanu. His devotion
to the divine feminine is not limited to spiritual
practices but applies to current discourses
surrounding feminism. In many of his
productions of traditional tales, female
characters are at the centre, such as in
Peooriugsmr (Cilappatikaram). But in Old
Wives’ Tales he turns inwards to look at

the women in his own life. He had three
grandmothers, each of whom gifted him
stories about love, fear, magic and migration.

My maternal grandmother came from Fujian
province in China, and her second marriage
was to my grandfather, who came from
Thailand. Then my paternal grandmother was
from Bengal, and the third grandmother was
my foster mother’'s mother, and she came
from the border between Thailand [then Siam]
and Malaysia on the east coast. British rule
had a negative impact overall, but it also
brought opportunities to my grandmothers
that had a positive outcome in their lives.
They came from different cultures, and they
never actually met each other in real life, but |
often wondered: if they had, what would they



have talked about?
Dr Chandrabhanu, 2025
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THE BHARATAM DANCE COMPANY
(Est. 1973)

Chandrabhanu’'s The Woman of Karaikal

Theatre program, Victorian Arts Centre,
Melbourne,1995 998262073607636
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THE BHARATAM DANCE COMPANY
(Est. 1973)

The Woman of Karaikal Theatre program,
1995

998262073607636
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THE BHARATAM DANCE COMPANY

(Est. 1973)

The Woman of Karaikal Theatre program in
Tamil, 1995 998262073607636
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DR CHANDRABHANU AND THE
BHARATAM DANCE COMPANY

(Est. 1973)

Epic of the Anklet

Production notes in theatre program, 1990
998262073607636



5

THE BHARATAM DANCE COMPANY
(Est. 1973)

Chandrabhanu’s The Epic of the Anklet
Theatre program, Victorian Arts Centre,
Melbourne, 1990

998262073607636



Chandrabhanu’s practice engaged with non-
Hindu narratives like the Tamil epic
Peooriugsagd (Cilappatikaram). In creating
The Epic of the Anklet, he collaborated with
Tamil communities in Melbourne

and learnt Tamil to better connect with their
culture.

A Tamil lady and very much a community
leader in Melbourne, kept insisting that | work
on fevuiugsmr (Cilappatikaram). | had just
completed the production of Milarepa, which
was Tibetan, and she said, "You can do a
Tibetan work. Why can’t you do a Tamil
work?’ And | said, ‘Well, because the
language is a barrier.’

| went to India and met a Tamil scholar,
nicknamed Silambam Mani. He was an expert
on the feiugsmrs. He refused to speak in

English. | had to learn some of the language
and take the help of a translator.

| continued to meet more people who offered
their help. These people giving me all their
energy — mainly because they wanted to see
P iugsagy come to life on stage — helped
shape the Epic of the Anklet.

Dr Chandrabhanu, 2025
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THE BHARATAM DANCE COMPANY
(Est. 1973)

Where the Eyes Go Theatre program, 1992
998262073607636

2

THE BHARATALAYA DANCE COMPANY
(Est. 1973)

Chandrabhanu: In Praise of Shiva Theatre
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Painting of Nataraja

exhibition catalogue, Gryphon Gallery,
Melbourne, 1979
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c.1970

Coloured pigments on wood
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Dr CHANDRABHANU
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