








85 BOOK REVIEWS.

lost their inspiration and support and as a result of which they were not much
heard of or seen on concert platforms or in major music and dance con-

ferences.

In the sixties when Marg brought out a special issue on Kathak an
interesting essay on the contribution of the Raja of Raigarh by Prof Mohan
Khokar detailed the achievements of these dancers and the contribution of
Raja Chakradharsingh in promoting Kathak. But till 1975 neither Kartikram
nor Kalyandas had received any special attention from the serious scholars
or patrons of the arts. Kalyandas was teaching at the Khairagarh University
and Kartikaram had practically retired in his village looking after his land.
His son Ramlal, who is also a talented Kathak exponent used to give tutions
in Kathak in nearby places. Prof. Ashirvadam of Khairagarh University
had started working on the history of Kathak in Raigarh for his doctoral
thesis and in 1977 during the Kathak seminar organised by Kathak Kendra
most of the Kathaks and participants in the seminar had an occassion to
see the art of Kartikram who was invited to Delhi in the Seminar.

He was also given a junior fellowship of Rs. 500 by the Department of
Culture, Ministry of Education, Government of India for a period of two
years to write the history of Kathak in Raigarh and give details of the
compositions of the various gurus and Raja Chakradhar. With the help of
his son Ramlal, Kartikram submitted his report which forms the basis of
the present slim volume under review.

Kartikram who is past 73 now had his early training in the folk
dances of Madhya Pradesh under the guidance of his uncle Makhanlal who
was the leader of a dance troupe. During the Ganeshostsava festival in
Raigarh his dancing impressed the ruler Chakradharsingh who took a fancy
for him and trained him in to a fine Kathak dancer in his court. At that
time there were great Kathak gurus like Jailalji, Acchan Maharaj, Shiva-
narayan, Mohanlal, Sunderprasad, Hanumanprasad and others who imparted
training in Kathak to Kartikram and later on to Kalyandas. There
were others like Firtudas and Barmanlal who too received training from these
stalwarts. Along with Kartikram’s son Ramlal these are the five most im-
portant exponents of Raigarh Kathak.

Chakradharsingh had the passion for the twin arts of dance and music
and like Wajidali Shah, the Nawab of Lucknow, he appears to be one
immersed in the art of Kathak. His durbar was peopled by the great ex-
ponents and he spent most of his time composing the bols and the verses,
which form a sizable body of Kathak compositions. Besides the bols of the
Jaipur and the Lucknow gharana, the Raja himself composed various bols
and enriched the nritta and the nritya aspect of Kathak. Thus the Kathak
in Raigarh durbar took an exquisite combination of the salient features of
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both the Lucknow and the Jaipur gharana. In the forties the Raja sent
Kartik ram and Kalyandas to the major dance and music conferences and
there were very few to equal them. They won several gold medals and
honours.

However, after the Raja’s demise both the dancers lost all support.
They were relagated in to background. Some attempts were made to bring
them to Delhi in the fifties but Kartikram did not stay for long and chose
to return to Raigarh and his native village. And they were practically for-
gotten. But again in the late seventies they were discovered and the Madhya
Pradesh Government and the department of culture brought Kartikram to
Bhopal to head the dance institution named after Raja Chakradhar. All
attempts are made to revive the tradition which took roots in Raigarh in
the forties and though Kartikram is at a sufficiently advanced age, with the
help of his son the institution is doing a splendid work in preserving the
Kathak heritage as developed in the forties under the great masters.

The second part of the book deals with the notation of the bols of
Kathak and contains compositions of Raja Chakradharsingh. This is a rare
collection of bols and is indeed most valuable. Ramlal has given notation
for the compositions of Achhan Maharaj, Jailalji, Shivanarayan, and Raja
Chakradhar. Among the interesting features of Raja Chakradhar’s com-
positions are the exquisite bols of different textures of sounds. These are
quite different from those which are generally performed. The bols of the
birds are woven imaginatively in these compositions. The imageries are
striking. For instance, in Matsyakhadgavali, the words of the Kilakila bird
the sounds of the thunder and storm as reflected in Dalbadal trichakri,
the humming of the bee in Madhugunjan, the gathering of the clouds in
Meghpushpa, the Tandavas of Durga, Kali with powerful mnemonic
syllables, resonant with the sounds of the mantras, the chants, the bandishes
of Amritdhwani, the sounds of the bullets as in Topkhvna, the thematic bols
as in Madanak paran wherein the incident of the burning of cupid is suggest-
ed, the lasya of Radha and Krishna, the Tandava of Shiva, the Sanskrit
nomenclatures of innumerable compositions like Kallolini, Shringaravar-
dhana, Ratipriya, Shrutibushana, Rudravilasa, Ratnasanu, Trivishtapa,
Maitravaruna, Brahmabija, Arthavanapratijnasatyasamkalpa, Suvarnardji
and others reveal the imaginative approach of the Raja and his associates.

The Raja has also composed several thumris and songs for dance which
follow the tradition. He wrote under the name of Chakrapiya and Farhat
for thumris and gazal respectively. His Khamsas were also danced by
Kartikram and Kalyandas for bhavapradarshan and abhinaya. He followed
the tradition and did not much deviate in his compositions. He had 2
scholarly approach as can be seen from the various shastra granthas he
wrote with the help of the learned sanskrit scholars and the gurus. There is
a text of Nartanasarvasva which appears to be the most important shastra








