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iwohZ Hkkjr esa] fo'ks"kdj caxky] fcgkj vkSj mM+hlk osQ jkT;ksa esa ,slh ,d ntZu 
u`R; 'kSfy;ka gSa] ftUgsa Nm dgk tkrk gSA vr% ^Nm* ,d O;kid vFkZ nsus okyk 
uke gSA Nm u`R;ksa dk vkjaHk {ks=k&if'pe caxky dk nf{k.k&if'pe {ks=k] fcgkj 
dk nf{k.k {ks=k vkSj mM+hlk ds mÙkj rFkk if'pe {ks=k ls ;qDr fudVLFk {ks=k gSaA 
Nm u`R; dh bu fofoèk 'kSfy;ksa esa ls] rhu 'kSfy;ksa dks izfrfufèkd ekuk tkrk 
gS vkSj bUgsa vc] lacafèkr izpyu ds LFkkuksa ds ukeksa ds vuqlkj iqdkjk tkrk  
gS % iq:fy;k] fljbosQyk vkSj e;wjHkatA iq:fy;k] if'pe caxky esa gS rks 
e;wjHkat] mM+hlk esa gS vkSj fljbosQyk gkykafd vc fcgkj esa gS ij lHkh Nm 
urZd mfM+;k Hkk"kh gSaA

e;wjHkat vkSj fljbosQyk jktlh jkT; Fks vkSj buosQ 'kkldksa us Nm osQ fodkl dks 
mRlkgtud laj{k.k iznku fd;kA vr% Nm dh ;g nks 'kSfy;ka lokZfèkd fodflr 
gSa vkSj budk viuk lqlajfpr O;kdj.k gSA gkykafd] O;kdj.k fy[ks ugha x, gSa] 
ij os ekSf[kd ijaijk dh tM+ksa esa xgjs iSB x, gSaA Nm dh iq:fy;k 'kSyh dk 
ljyre O;kdj.k] ij ,d 'kfDr'kkyh ukVdh; pfj=k izLrqr djus osQ fy, ;g 
'kSyh i;kZIr :i ls l{ke gSA

bu Nm 'kSfy;ksa esa izeq[k varj & eq[kkSVksa osQ iz;ksx esa gSA Nm dh iq:fy;k vkSj 
fljbosQyk 'kSfy;ksa esa eq[kkSVksa dk iz;ksx gksrk gS] tcfd e;qjHkat 'kSyh esa eq[kkSVksa 
dk iz;ksx ugha gksrkA fljbosQyk eq[kkSVs vfèkd ifj"o`Qr gksrs gSa] ij mUur 'kh"kZ 
lTtk (Vksi) lfgr iq:fy;k eq[kkSVs vfèkd ukVdh; gksrs gSaA if'pe caxky 
osQ ijaijkxr tk=kk fFk;sVj (ukV~;'kkyk) ls izHkkfor] iq:fy;k Nm u`R; ,d 
izHkko'kkyh ukV~;kfHku;rk vkSj eq[kkSVksa osQ iz;ksx osQ lkFk u`R; :i esa izLrqr 
ikSjkf.kd izlaxksa dks nqyZHk izdkj dh lqLi"V~;rk iznku djrk gSA

Nm u`R; 'kSyh dk mn~Hko] le; osQ èkqaèkysiu dh xgjkbZ esa foyhu gks x;k gS 
rFkk nqHkkZX;o'k ,sfrgkfld nLrkostksa osQ ekSu ,oa xqeuke gksus osQ dkj.k ;g 
èkqaèkykiu vkSj xgjk gks x;k gSA ;gka rd fd ^Nm* 'kCn dk vFkZ Hkh fookn esa 
f?kj pqdk gSA gkykafd] cgqr ls fo}ku ekurs gSa fd 'kSyh ij è;ku fn, fcuk] 
Nm u`R;ksa esa ;q¼ lacaèkh vkSj vkuq"Bkfud nksuksa rRoksa dk lekos'k gSA iq:fy;k 
Nm osQ jaxiVy dh lHkh u`R; izLrqfr;ka yM+kbZ osQ gh bnZ&fxnZ osQfUnzr gksrh gSaA 
e;wjHkat Nm osQ izkjafHkd u`R; dks :d&ekj&ukpk dgk tkrk gS] ftldk 'kkfCnd 
vFkZ gS & ^lqj{kk vkSj vkØe.k dk u`R;* vkSj fljbosQyk Nm osQ izkjafHkd u`R; 
dks iQkjh&[kkaMk&[ksyk dgk tkrk gS] ftldk 'kkfCnd vFkZ gS&^<ky vkSj ryokj 
dk ukVd*A ;s lHkh ckrsa lqLi"V :i ls bl rF; dh vksj ladsr djrh gSa fd 
vius fodkl osQ izkjafHkd nkSj esa Nm 'kSyh iqjkus le; osQ ;q¼ f'kYi ls izHkkfor 
Fkh] tc canwdsa vkfn ugha gksrh FkhaA lSfud gkFk esa idM+us okys otunkj 'kL=k 
iz;ksx esa ykrs FksA bu 'kL=kksa dk fuiq.krk ls iz;ksx djus osQ fy, ,d urZd 
osQ leku vfèkd iqQrhZys 'kjhj dh vko';drk FkhA vr% izkphu le; esa ;q¼ 
lacaèkh dkS'ky fodflr gqvk tks vc u`R; leku izrhr gksrk gSA gekjs ns'k osQ 
oqQN LFkkuksa esa oqQN ijaijkxr ;q¼ lacaèkh dyk dkS'ky vc Hkh izkIr gksrs gSa]  

In the Eastern parts of the country, especially in the States of 
Bengal, Bihar and Orissa, more than a dozen styles of dance 
are prevalent which are called Chhau. Therefore, 'Chhau' is 
a generic term. The seedbed of Chhau dances is a contiguous 
area comprising south-west of West Bengal, south of Bihar, north 
and west of Orissa. Of these various styles of Chhau, three are 
considered representative and are now called after the places of 
prevalence: Purulia, Seraikela and Mayurbhanj. While Purulia is in 
West Bengal, Mayurbhanj in Orissa, and Seraikela, although now 
in Bihar, it is pertinent to note that all the Chhau dancers are Oriya 
speaking.

Mayurbhanj and Seraikela were princely states and their rulers 
extended enthusiastic patronage to the development of Chhau. 
Therefore, these two styles of Chhau are most evolved and have 
a well structured grammar and identity of their own. The grammar 
and technique of the form is passed down through the oral tradition. 
The Purulia style of Chhau has a simpler grammar but adequate to 
give it a powerful theatrical character.

The main difference among these Chhau styles lies in the use 
of masks. While Purulia and Seraikela styles of Chhau use 
masks, the Mayurbhanj style does not. Seraikela masks are more 
sophisticated but Purulia masks, with towering headgears, are 
more dramatic. Influenced by the traditional jaatraa theatre of 
West Bengal, Purulia Chhau vibrates with a powerful theatricality 
and the use of masks imparts to the danced mythical episodes a 
rare kind of palpability.

The origin of Chhau lies deep in the obscurity of time and the 
unfortunate silence of historical documents has heightened the 
mystery of the origin of the form. Even the meaning of the word 
'Chhau' is steeped in controversy. Most of the scholars, however, 
agree that Chhau dances, irrespective of style, have both material 
and ritualistic elements. All the dance numbers in the repertoire 
of Purulia Chhau centre around a fight. The rudimentary dance 
of Mayurbhanj Chhau is called ruk-naar-naacha which literally 
means 'the dance of defence and attack', and that of the Seraikela 
Chhau is phari-khandaa-khela, meaning 'the play of the shield and 
the sword'. All these unmistakably point to the fact that in the initial 
phase of development, Chhau was inspired by the martial crafts 
of bygone days. When guns were not there, the soldiers were 
using heavy handheld weapons. To use them proficiently an agile 
body like that of a dancer was required. The martial arts involved 
dance training also. Today the martial artists combine the grace of 
a dancer with vigorous movement. Some of the traditional martial 
arts still survive in a few places of our country, for instance, the 
thaang-taa of Manipur and Kalarippayettu of Kerala are surviving 



tSls&ef.kiqj dk Fkkax&rk vkSj dsjy dk dyfji;sê ð˜  bl ns'k osQ vkt Hkh fo|eku 
;q¼ lacaèkh dyk dkS'ky gSaA mM+hlk esa Hkh blh izdkj dh ijaijk fo|eku gSA bls 
ikbdk&ukp osQ uke ls tkuk tkrk gSA fdlh le; esa Nm ,d izdkj dk ikbdk 
ukp gh Fkk] ftldk vFkZ gS & ^lSfudksa dk u`R;*A vr% ;g eku ysuk roZQ laxr 
gksxk fd Nm ewyr% ,d ;q¼ u`R; FkkA

vkfne laLo`Qfr esa vius vkjafHkd le; esa] Nm osQoy ,d ;q¼ u`R; gh ugha] 
oju~ ,d vuq"Bku Hkh Fkk tks ,d izdkj osQ vkfRed vuq"Bku gsrq FkkA lkFk gh] 
Nm osQ }kjk & fot; osQ iwokZuqeku ls Hk; dh fot; Hkh O;Dr dh tkrh FkhA 
egRoiw.kZ ckr ;g gS fd Nm dh lHkh fofoèk 'kSfy;ka 12 vizSy osQ lekukarj] 
pS=k ekg osQ vafre fnu euk, tkus okys ioZ pS=k&ioZ osQ :i esa pje fcUnq ij 
igqaprh gSaA caxkyh vkSj mfM+;k oSQys.Mj esa ;g o"kZ dk vafre fnu gSA

if'pe caxky esa vc rd Hkh eq[kkSVk u`R; dh oqQN vU; ijaijk,a izpfyr gSa] 
tSls&xaHkhjk vkSj dkfydk&ukp] ij ;s mPp Lrj ij vkuq"Bkfud gSa vkSj buesa 
iq:fy;k Nm esa ik;k tkus okyk lkSUn;Zijd fuosnu izkIr ugha gksrkA

iq:fy;k] if'pe caxky dh if'peh lhek ij fLFkr ,d ftys dk uke gSA 
iq:fy;k 1956 esa ftyk cukA igys ;g ekuHkwe ftys dk ,d Hkkx FkkA gkykafd 
Nm dks iwjs ftys esa izLrqr fd;k tkrk gS] ij oqQN ,sls xkao gSa tSls&ckxeaqMh] 
>kyM+k] can;ks;u vkSj vjlk] tgka ;g u`R; vfèkd tks'k osQ lkFk izLrqr fd;k 
tkrk gSA oqQN gn rd bu pkjksa LFkkuksa ij gksus okyh izLrqfr dh 'kSyh ,d&nwljs ls 
fHkUu gksrh gSA can;ks;u esa ;g izLrqfr ewy lknxh fy, gksrh gS] rks >kyM+k esa bl 
izLrqfr us vfèkd uxjh; ifj"o`Qrrk xzg.k dh gS] dkj.k mfYyf[kr pkj LFkkuksa esa 
ls osQoy >kyM+k esa jsyos LVs'ku] fctyh] flusek x`g vkSj oqQN vkS|ksfxd bdkbZ;ka 
gSaA vr% ;gka dk tu&thou oqQN gn rd uxjho`Qr gSA LokHkkfod gh] Nm u`R; 
'kSyh bl lcls izHkkfor gSA vDlj os'kHkw"kk,a HkM+dhyh gksrh gSa vkSj O;olkf;d 
fiQYeksa esa rks Nm dh os'kHkw"kk,a rS;kj djus gsrq uk;ykWu vkSj ifUu;ksa dk mi;ksx 
fd;k tkrk gSA le;&le; ij] u`R; izLrqfr;ksa gsrq fo"k;&oLrq ikSjkf.kd ugha gksrh 
cfYd ,sls fo"k; gksrs gSa tks 'kgjh tu leqnk; dks izlUu djrs gSaA

ckxeqM+h {ks=k esa u`R; izLrqfr dh 'kSyh dks iq:fy;k Nm dk lokZfèkd izfrfufèkRo 
dgk tk ldrk gS] gkykafd ckxeqM+h {ks=k esa u`R; izLrqfr yksdfiz; tk=kk fFk;sVj ls 
cgqr izHkkfor gS] ftlus O;olkf;d fiQYeksa osQ rRoksa dks Hkh vkRelkr~ fd;kA fiQj 
Hkh ckxeqM+h {ks=k osQ Nm esa u`R; dk;ZØeksa osQ ijaijkxr laxhr vkSj fo"k;&oLrq 
dk;e gSaA

iq:fy;k Nm dks lery eSnku esa [kqys LFkku ij ijaijkxr :i ls izLrqr fd;k 
tkrk gSA dk;ZØe izLrqfr gsrq 30 iQhV X 30 iQhV dk [kqyk LFkku i;kZIr gS] ij 
bl {ks=k dks 6 iQhV pkSM+kbZ osQ ,d cjkens ([kqys LFkku) ls tksM+k tkrk gS ftls 
u`R; dykdkjksa osQ izos'k rFkk fudkl gsrq iz;ksx esa yk;k tkrk gSA ;g 20 iQhV 
yack gksrk gS vkSj lTtk d{k dks dk;ZØe izLrqfr {ks=k osQ lkFk tksM+rk gSA cjkenk 
vDlj dk;ZØe izLrqfr {ks=k dk ,d Hkkx cu tkrk gSA

lkekU;r% dk;ZØe izLrqfr {ks=k 30 iQhV ds ?ksjs (O;kl) lfgr xksykdkj gksrk 
gSA n'kZdx.k bl {ks=k osQ vklikl tehu ij gh cSBrs gSaA fL=k;ksa osQ fy, ,d 
Åapk mBk gqvk pcwrjk gksrk gS] tks dk;ZØe izLrqfr {ks=k ls oqQN nwj fLFkr gksrk 
gS vFkkZr~ iq:"k n'kZdksa osQ ihNs gksrk gSA ;g pcwrjk 6 ls 7 iQhV Åapk gksrk gSA 
vr% ;fn dksbZ iq:"k n'kZd [kM+k Hkh gks tkrk gS rks blls L=kh n'kZdksa dks dk;ZØe 
ns[kus esa dfBukbZ ugha gksrhA

dk;ZØe yxHkx jkr 10-00 cts vkjaHk gksrk gS vkSj jkr Hkj pyrk jgrk gSA 
dHkh&dHkh dk;ZØe lw;ksZn; ls ,d ;k nks ?kaVs igys gh lekIr gksrk gSA n'kZd 
viuk jkf=k dk Hkkstu xzg.k djus ds ckn dk;ZØe ns[kus vkrs gSaA

martial arts of this country. In Orissa, a similar tradition survives, 
it is known as paaika-naacha. Chhau at one time was a kind of 
paaika-naacha, which means 'dance of the soldiers'. It would be 
therefore, logical to presume that Chhau was originally a war 
dance.

In its formative period, in an unsophisticated culture, Chhau was 
not only a war dance but also a ritual meant for the upliftment 
of the soul. At the same time, it also conveyed the conquest of 
fear through the anticipation of victory. It is significant that all the 
various styles of Chhau culminate in a festival called chaitra-parab 
celebrated on the last day of the month of chaitra, corresponding 
with April 12. In both Bengali and Oriya calendars this is the last 
day of the year.

A few other traditions of mask dances are prevalent in West 
Bengal, such as, gambhiraa and kaalikaa-naach, but they are 
highly ritualistic and lack the kind of aesthetic appeal that the 
Purulia Chhau has.

Purulia is the name of a district lying at the western border of West 
Bengal. Purulia became a district only in the year 1956. Earlier 
it was a part of Manbhum district. Although Chhau is performed 
all over the district, there are a few villages, such as, Bagmundi, 
Jhalda, Bandyoyan and Arsa, where the dance is performed with 
more enthusiasm. The character of the performance at these 
four places differs to some extent. While the performance at 
Bandyoyan has a primitive simplicity, that at Jhalda has acquired 
more urbanised sophistication, because, among the said four 
places only Jhalda has a railway station, electricity, cinema halls, 
and a few industrial units. Therefore, life here has been urbanised 
to some extent. Naturally, Chhau has been influenced by it. Often 
the costumes are gaudy using nylon and tinsel materials as are 
used in commercial films. At times, themes for dance numbers are 
not Pauranic but such as would please the urbanised population.

The style of performance in Bagmundi area may be considered 
as the most representative of Purulia Chhau, although it is being 
increasingly influenced by the popular jaatraa theatre which has 
also acquired some elements of commercial films. Nevertheless, 
Chhau of Bagmundi area retains the traditional music and thematic 
content of the dance numbers.

Purulia Chhau is traditionally performed in the open air and on level 
ground. An open area of about 30 feet by 30 feet is adequate for the 
performance, but the area is joined with a corridor of about 6 feet 
width which is used for entry and exit of the dancers. It is about 20 
feet long and connects the greenroom with the performance area. 
The corridor also often becomes a part of the performance area.

Generally, the performance area is circular with a diameter of about 
30 feet. The audience sit around the area on the bare ground. 
For women there is a raised platform, quite a distance from the 
performance area, that is, behind the male audience. The platform 
is 6 to 7 feet high. Therefore, if any one of the male audience stand 
up, he will not obstruct the vision of the female audience.

The performance begins around 10 P.M. and continues throughout 
the night. At times the performance comes to an end one or two 
hours after sunrise. The audience come to watch the performance 
after dinner.



u`R; izLrqfr;ksa osQ igys] laxhrdkj] fo'ks"kdj <ksyoknd] <ksy ij viuh izoh.krk 
dk izn'kZu djrs gSaA ;fn dk;ZØe izLrqfr dh jkr esa dk;ZØe izLrqr djus okys 
,dkfèkd lewg gksrs gSa rks izR;sd lewg osQ laxhrdkj vius&vius lewgksa esa 
,d&,d djosQ vkdj cgqr gh tks'k osQ lkFk oknu djrs gSaA tc dk;ZØe esa 
Hkkx ysus okys lHkh lewgksa osQ laxhrdkj viuh izLrqfr lekIr dj pqosQ gksrs gSa 
rc ;g vkjafHkd izLrqfr lekIr gksrh gSA

dk;ZØe Hkxoku x.ks'k dh Lrqfr ls vkjaHk gksrk gSA xk;d] gkFk tksM+us dh eqnzk esa 
jaxeap ij vkrk gS vkSj ,d cgqr gh laf{kIr] vDlj oqQN gh iafDr;ksa esa vkg~oku 
xhr xkrk gSA tSls gh xk;d viuk xk;u lekIr djrk gS] vxys dk;ZØe osQ fy, 
laxhr ctuk vkjaHk gks tkrk gSA eap ij igys izLrqr gksusokyk pfj=k gS&Hkxoku 
x.ks"kA Nm dh vU; nks 'kSfy;ksa osQ gh leku] iq:fy;k Nm osQ jaxiV ij dksbZ 
,dy ;k ;qxy u`R; ugha gksrkA lewg esa lHkh izLrqfr;ka gksrh gSaA vr% izFke izLrqfr 
esa fuf'pr gh Hkxoku x.ks'k gksaxs] ;g loZfofnr gSA iq:fy;k Nm osQ jaxiV ij 
,slh rhu izLrqfr;ka gksrh gSaA ckxeqM+h {ks=k esa] efg"kklqj oèk (efg"kklqj uked 
jk{kl dk oèk) ;k ij'kqjke ijkt; dh izLrqfr gksrh gS ftlesa igys x.ks'k vkSj 
ij'kqjke dh yM+kbZ gksrh gS vkSj x.ks'k dh blesa ijkt; gksrh gSA fiQj] dkfrZosQ; 
vkSj ij'kqjke esa yM+kbZ gksrh gSA fiQj dkfrZosQ; dh ijkt; gksrh gSA fiQj dkyh osQ 
:i esa nsoh ikoZrh vkrh gSa] tks ij'kqjke dks gjkrh gSaA Hkxoku f'ko Hkh izdV gksrs 
gSa] ftuosQ vkxs ij'kqjke eLrd uokrs gSa vkSj vius 'kL=kksa dks lefiZr dj nsrs gSaA 
rRi'pkr~ nsoh vius ikoZrh osQ lkSE; :i esa izdV gksrh gSaA

can;ks;u {ks=k esa] dk;ZØe dh vkjafHkd izLrqfr dk fo"k;&oLrq fHkUu gSA bl izLrqfr 
esa iznf'kZr fd;k tkrk gS fd fdl izdkj izHkq x.ks'k] }s"kh xzg nsork 'kfu osQ :i esa 
viuk flj dVok nsrs gSa vkSj Hkxoku f'ko osQ vkns'k ij] muosQ vuq;k;h uUnh banz 
osQ gkFkh dk dVk gqvk flj ys dj vkrs gSa vkSj mls x.ks'k osQ daèks ij yxk nsrs gSaA

vkjafHkd dk;zØe izLrqfr osQ i'pkr~] jkek;.k ij vkèkkfjr Øecn~ dk;ZØe izLrqr 
fd, tkrs gSaA jkek;.k dk laiw.kZ jaxiVy 30 Øec¼ izLrqfr;ksa ls ;qDr gS tks ;qok 
½f"k flUèkq osQ jktk n'kjFk }kjk oèk fd, tkus osQ izlax ls vkjaHk gksrk gS vkSj 
v;ksè;k esa jke osQ jkT;kfHk"ksd ls lekIr gksrk gSA ,d gh jkr esa iwjh jkek;.k dks 
izLrqr djuk laHko ugha gSA vDlj lHkh 30 izlaxksa dks izLrqr djus esa nks jkrksa dk 
le; yx tkrk gSA igyh jkr] vkB izlaxksa dh u`R; izLrqfr gksrh gS tks jke vkSj 
lhrk osQ fookg izlax ij lekIr gksrh gSA ;fn jkek;.k dks ,d gh jkr esa izLrqr 
djuk gS] nks jkrksa esa ugha rks de egRo j[kus okys izlaxksa dks izLrqr ugha fd;k 
tkrk vkSj izLrqfr jko.k osQ ekjs tkus osQ lkFk lekIr gks tkrh gSA

iq:fy;k Nm osQ jaxiVy esa ,slh dbZ u`R; izLrqfr;ka gSa tks egkHkkjr vkSj dqN 
iqjk.kksa osQ mik[;kuksa ij vkèkkfjr gSaA

u`R;ksa osQ lkFk laxhrkRed laxfr rhu izdkj osQ laxhr ok|ksa }kjk iznku dh tkrh 
gSA eèkq ok|&'kkukbZ osQ uke ls tkuk tkrk gSA mÙkj Hkkjr dh 'kgukbZ osQ leku 
;g nksgjh oaQfidkvksa (jhM) ls ;qDr lqf"kj ok| gS] ij èofu :i fHkUu gSA 
'kkukbZ dh ,d izdkj dh ph[kus okyh rh[kh èofu gksrh gSA Nm dh lHkh 'kSfy;ksa 
esa] <ksy laxhr izeq[k gksrk gSA iq:fy;k Nm esa nks izdkj osQ <ksyksa dk iz;ksx 
fd;k tkrk gSA <ksy lcls izeq[k gksrk gSA ;g nks fljksa okyk ihikdkj <ksy gksrk 

Before the presentation of dance numbers, the musicians, 
especially the drummers, show their mastery over the drum. If there 
are more than one group to perform that night, then musicians of 
each group come batch by batch and play with great enthusiasm. 
After musicians of all the participating groups have performed, the 
preliminary comes to an end.

The performance begins with an invocation to Lord Ganesa. 
The vocalist comes with folded hands to the arena and sings the 
invocation which is quite brief, usually just a couplet. As soon as 
the vocalist stops the music, the opening number is played. The 
first character to appear is Lord Ganesa. Unlike the other two 
styles of Chhau, Purulia Chhau has no solo or duet dance in its 
repertoire. All are group numbers. Therefore, the first number has 
to have Lord Ganesa as one of the characters. There are three 
such numbers in the repertoire of Purulia Chhau. In Bagmundi 
area it is either the Mahisaasura-vadh (killing of the demon named 
Mahisaasura) or Parasuram-parajay in which there is first a fight 
between Ganesa and Parasuram and the former is defeated. Then 
fight ensues between Kaartikeya and Parasuram. Again the former 
is defeated. Then comes goddess Parvati in the form of Kali who 
defeats Parasuram. Lord Siva also appears, to whom Parasuram 
bows and surrenders his arms. The goddess then appears in her 
benign form of Parvati.

In the Bandyoyan area, the theme for the opening number is 
different. The number depicts how Ganesa loses his head as Sani, 
the malevolent planet-god, casts his malignant glance and how, 
ordered by Lord Siva, his follower Nandi brings the severed head 
of Indra's elephant and it is grafted on the shoulder of Ganesa.

After the opening number, usually sequential numbers based 
on the Ramayana are presented. The entire repertoire of the 
Ramayana consists of 30 sequential numbers, beginning with the 
episode of killing of the young ascetic Sindhu by King Dasaratha 
and ending with the coronation of Rama in Ayodhya. It is not 
possible to present the entire Ramayana in one night. It usually 
takes two nights to present all the 30 episodes. On the first night, 
eight are danced ending with the marriage of Rama and Sita. If, 
however, the Ramayana is to be performed in one night and not 
in two successive nights, then less important episodes are not 
performed and the performance ends with the killing of Ravana.

In the repetoire of Purulia Chhau there are several dance numbers 
which are based on episodes from the Mahabharata and a few 
Puranas.

The musical accompaniment to the dances is provided by three 
kinds of musical instruments. The melodic instrument is called 
Shanai. It is a double-reeded wind instrument much like the 
sehnai of North India, but the timbre is different. The Shanai has 
a kind of whining sound. In all the styles of Chhau, drum music 
rules. Two kinds of drums are used in Purulia Chhau. Dhol is the 
most dominant drum. It is a two-faced barrel-shaped drum which 
is slung around the neck of the player and held waist-high. One 



gSA oknd dh xnZu ls Vkax fn;k tkrk gS vkSj ctkrs gq, dej ls Åij idM+k  
tkrk gSA blosQ ,d fljs dks iryh NM+h }kjk vkSj nwljs fljs dks maxfy;ksa }kjk 
ctk;k tkrk gSA <ksy oknd ges'kk Nm ok| o`an dh vxqvkbZ djrk gSA tc 
vfèkd mRlkfgr gksrs gSa rc <ksy oknd] <ksy laxhr osQ Lej.kksidkjh v{kjksa dks 
Åaph vkokt esa tksj ls mPpkfjr djrk gSA vU; izdkj osQ <ksy dks èkqelk ;k 
<kd dgk tkrk gSA ;g ,d cM+k dVksjs osQ vkdkj dk eanz uDdkjk <ksy gksrk gS] 
ftls nks eksVh vkSj uqdhyh ydM+h dh NfM+;ksa ls ctk;k tkrk gSA blls izfrèofur 
gksus okyh èofu mRiUu gksrh gSA èkqelk dh èofu mÙke jhfr ls <ksy dh èofu 
osQ lkFk lfEefJr dh tkrh gS vkSj Nm osQ rky laxhr dks vR;ar le`¼ vkSj 
'kfDr'kkyh cukrh gSA

u osQoy iq:fy;k esa] oju~ ml laiw.kZ {ks=k esa] tgka Nm u`R; izpfyr gSa] >wewj 
uked yksd laxhr dh vkd"kZd ijaijk gSA 'kkukbZ ij ctkbZ tkus okyh vfèkdrj 
èkqusa] fo'ks"k :i ls iq:fy;k vkSj e;wjHkat 'kSyh osQ lkFk ctkbZ tkus okyh èkquksa 
dks >wewj xhrksa osQ fo'kky] fofoèk vkSj le`¼ jaxiV ls xzg.k fd;k x;k gSA 
vDlj] ckj&ckj nksgjk;s tkus okys laxhrkRed okD;ka'k] >wewj xhr osQ Vsd@nksgs 
gksrs gSaA cgqr ckj] nksgjk, tkus ij Hkh] unh dh cgrh ygjksa osQ leku] laxhrkRed 
okD;ka'k ,d:i izrhr ugha gksrs D;ksafd èkquksa esa fo'ks"k xhrkRed lkSUn;Z gksrk gS 
vkSj blosQ lkFk laxr esa ctus okyk vkd"kZd <ksy laxhr & blosQ vkd"kZ.k esa 
vkSj vfèkd o`f¼ djrk gSA

iq:fy;k Nm (e;wjHkat esa Hkh) osQ vfèkdrj laxhrdkj Mwe tkfr ds gksrs gSaA 
lkekftd èkeZra=k esa Mweksa dks cgqr gh fuEu LFkku izkIr FkkA ij ;gh og tkfr 
gS tks Nm laxhr dh vkd"kZd ijaijk dks dk;e j[kus vkSj le`¼ cukus osQ fy, 
ftEesnkj gSA tc rd fdlh O;fDr esa y; dh cgqr gh xgjh le> u gks rc rd 
og <ksy&oknd ugha cu ldrk] dkj.k ;qok <ksy oknd dks izf'kf{kr djus dk 
dksbZ Øec¼ rjhdk ugha gSA iq:fy;k ftys esa vfèkdrj vuqlwfpr tutkfr vkSj 
vuqlwfpr tkfr osQ yksx jgrs gSaA laiw.kZ ftys esa fgUnw tkfr osQ yksxksa osQ i`Fkd~ 
vkokl cfLr;ka iSQyh gqbZ gSa] ij os lHkh izoklh gSaA ftys dh izeq[k tula[;k 
eq[;r% pkj leqnk;ksa ls fey dj cuh gS % Hkwfet] tks Lo;a dks ljnkj dgrs gSa_ 
eqjk] ftUgsa lkekU;r% eqaMk osQ uke ls tkuk tkrk gS_ laFkky] vkSj dqehZ] ftUgsa 
egrks osQ :i esa tkuk tkrk gSA bu pkj leqnk;ksa esa ls] laFkky leqnk; osQ yksx 
Nm esa vfèkd :fp ugha ysrs ysfdu vU; rhu leqnk; Nm osQ izn'kZu esa vfèkd 
:fp ysrs gSaA vfèkdrj vksLrkn] vFkkZr~ izf'k{kd vkSj fo'ks"kK] fiQj Hkh eqjk 
leqnk; osQ gksrs gSaA vfèkdrj Nm urZd Hkwfet leqnk; osQ gSaA

iq:fy;k Nm dh u`R; rduhdksa dk foLr`r O;kdj.k ugha gS ftruk fd e;wjHkat 
vkSj fljbosQyk 'kSfy;ksa dk gS] fiQj Hkh iq:fy;k Nm dh rduhdksa dk lewg mls 
Nm dh lHkh 'kSfy;ksa esa lokZfèkd ukVdh; cukus osQ fy, i;kZIr gSA iq:fy;k 
Nm osQ urZd dks ftu u`R; lacaèkh xfr;ksa dk vH;kl djuk iM+rk gS] mUgsa uhps 
crk;k tk jgk gS %

izeq[k pkysa vkSj lapkyu (xfr;ka)

 1- uk;d dh jktlh pky

 2- nkuoh nSR; dh m¼r pky

 3- 'k=kq dks [kkstus gsrq ixMaMh ij pyuk

face is played with a lean stick and the other by the fingers. The 
Dhol player always leads the Chhau orchestra. When inspired he 
loudly utters the mnemonic syllables of the Dhol music. The other 
kind of drum is called Dhumsa or Dhaak. It is a huge bowlshaped 
bass kettle-drum which is played with two thick and blunt wooden 
batons. It produces a reverberating sound. The sound of Dhumsa 
admirably blends with that of the Dhol and makes the percussion 
music of Chhau extremely rich and powerful.

Not only in Purulia but in the entire area where the Chhau dances 
are prevalent, there is a fascinating tradition of folk music called 
Jhumur. Most of the melodies played on the Shanai, especially in 
Purulia and Mayurbhanj styles, are drawn from the vast, varied, 
and rich repertoire of Jhumur songs. Usually, the musical phrases 
that are repeated over and over are the refrain couplet of a Jhumur 
song. Although repeated many a time, like the flowing waves of a 
river, the musical phrases do not appear monotonous because the 
tunes have exquisite lyrical beauty and the fascinating drum music 
that goes with it immensely enhances its appeal.

Most of the musicians of Purulia Chhau, (as also in Mayurbhanj), 
belong to the Dom caste. In social hierarchy the Dom-s used to 
occupy a very low position. But it is this caste that is responsible 
for sustaining and enriching the fascinating tradition of Chhau 
music. Unless one has a very strong sense of rhythm one can not 
be a Dhol-player since there is no systematic method of training.

The district of Purulia is largely inhabitated by scheduled tribes 
and scheduled castes. There are isolated settlements of caste 
Hindus scattered over the entire district; but they are all migrants. 
The basic population of the district is formed mainly by four 
communities : the Bhumij, who call themselves Sardar; the Mura, 
generally known as the Mundas; the Santhal; and the Kurmi, 
also known as Mahato. Of these four communities, the Santhals 
do not show much interest in Chhau, however, the other three 
communities are very interested in the form. Most of the Ostaads, 
meaning the trainer and expert, belong to the Mura community, 
the Chhau dancers, however, are from the Bhumij community.

The Purulia Chhau does not have as elaborate a grammar of dance 
technique as the Mayurbhanj and Seraikela styles, yet the set of 
techniques that Purulia Chhau has is adequate to make it the most 
dramatic of all the styles of Chhau. Some fo the dance movements 
that a Purulia Chhau dancer has to practise and perfect are given 
below :

Basic Gaits and Locomotion

 1. The majestic walk of a Hero

 2. The arrogant walk of a Demonic Titan

 3. The sideway walk to Seek an Enemy



 4- [kkstrs i'kq dh pky

 5- cUnj dh pky

 6- fofoèk i'kqvksa tSls 'ksj] phrk vkfn dh pkysa

 7- ?kqVuksa ij pyuk

 8- ygjnkj lapkyu (xfr)

 9- jsaxus dh eqnzk dk lapkyu

 10- xksrk[kksjh lapkyu

 11- dydykus dh xfr dk lapkyu (eNyh dh Hkkafr)

 12- nksyu lapkyu (gal dh Hkkafr)

owQn (mNkysa)

 1- ,d gh ?kqVus osQ cy ij owQnuk vkSj fxjuk

 2- nksuksa ?kqVuksa osQ cy ij owQnuk vkSj fxjuk

 3- owQnuk vkSj gok esa ?kqeko ysuk

 4- cUnj] 'ksj vkfn i'kqvksa dk vkokg~u djrh owQnsa

fof'k"V xfr;ka

1-  eqoqQV dks fgykuk (>d>ksjuk)

 bl xfr dks lkekU;r% jk{klh pfj=k }kjk vR;ar Øq¼ Hkko O;Dr djus gsrq 
iz;ksx esa yk;k tkrk gSA urZd (u`R; dykdkj) dk iwjk 'kjhj ruk gqvk vkSj 
lhèkk jgrk gSA osQoy eq[kkSVs dk 'kh"kZ Vksi dk Åijh fljk tksj ls fgyk;k 
tkrk gSA

2- daèkksa dks fgykuk

 bl xfr dks Hkh Øksèk iznf'kZr djus gsrq izLrqr fd;k tkrk gS] fo'ks"kdj tc 
nks pfj=k yM+kbZ esa ,d&nwljs dk eqdkcyk djrs gSaA bl xfr dks vPNs vkSj 
cqjs&nksuksa izdkj osQ pfj=kksa }kjk izLrqr fd;k tkrk gSA bls ckxeqM+h {ks=k osQ 
urZd vfèkd izLrqr djrs gSaA

3- èkM+ izfrek dks fgykuk (Liafnr djuk)

 ;g ,d dfBu xfr gS vkSj bls dsoy vPNh rjg ls izf'k{k.k izkIr vkSj 
izfrHkk laiUu urZd gh O;ofLFkr :i ls izLrqr dj ldrs gSaA iwjs 'kjhj dks 
lhèkk j[kk tkrk gSA osQoy èkM+ osQ fgLls dks gh ohjrk iznf'kZr djus gsrq 
Liafnr fd;k tkrk gSA bl xfr dks ckxeqM+h {ks=k osQ urZd mRd`"V :i esa 
izLrqr djrs gSaA

pwafd iq:fy;k Nm 'kSyh] lHkh u`R; 'kSfy;ksa esa lokZfèkd vkstfLorkiw.kZ vkSj 
ukVdh;rk ls ifjiw.kZ gS blfy, mls fdlh tfVy u`R; lacaèkh xfr dh vko';drk 
ugha gSA

 4. The walk of a prowling animal

 5. The walk of a monkey

 6. The walks of various animals like lion, tiger, etc.

 7. The walk on the knees

 8. Wavy locomotion

 9. Crawling locomotion

 10. Diving locomotion

 11. Rippling locomotion (like a fish)

 12. Rocking locomotion (like a swan)

Jumps

 1. Jump and fall on one knee

 2. Jump and fall on both the knees

 3. Jump and take a turn in air

 4. Jumps evoking those of animals like monkey, lion, etc.

Typical Movements

1.   Shaking the crown : This movement is generally executed by 
the demonic characters to express extreme anger. The whole 
body of the dancer remains erect and stiff. Only the top of the 
headgear of the mask is shaken vigorously.

2.  Shaking the shoulders : This movement is also done to 
express anger, especially when two characters confront each 
other before a fight. The movement is executed by both good 
and evil characters. This is performed more by the dancers of 
Bagmundi area.

3.  Shaking the Torso : It is a difficult movement and only well 
trained and talented dancers can perform it perfectly. The 
entire body is kept erect. Only the torso is shaken to express 
valour. A few dancers of Bagmundi area do it admirably.

Purulia Chhau, being the most vigorous and theatrical of all styles, 
does not need any complicated dance movements.



iq:fy;k Nm esa eq[kkSVs ,d cgqr gh egRoiw.kZ Hkwfedk fuHkkrs gSa vkSj ;g tkuuk 
cgqr fnypLi gS fd] urZd vkSj laxhrdkj] lHkh ;k rks vuqlwfpr tkfr vFkok 
tutkfr osQ gSa] tcfd eq[kkSVk fuekZrk lHkh fgUnw gSaA mudk O;olkf;d oqQyuke 
lw=kèkkj dk ;k ikfjokfjd oqQyuke gksrk gS tSls&if'pe caxky osQ dk;LFk oqQyksa 
esa tUes nÙk ;k fly ;k ikyA ckxeqM+h ls yxHkx pkj fd-eh- nwj pksjhM+k uked 
,d xkao gSA bls pksjM+k Hkh dgk tkrk gSA eq[kkSVs blh xkao esa cuk, tkrs gSaA oqQN 
n'kd igys] eq[kkSVk fuekZrkvksa dk ,d ifjokj MkseksjM+h uked ,d vU;=k xkao 
esa pyk x;kA rc ls ;g nwljk og xkao gS tgka eq[kkSVs cuk, tkrs gSa] ij pksjM+k 
fiQj Hkh eq[kkSVk cukus osQ {ks=k esa loZJs"B gh gSA

eq[kkSVk fuekZrk] ewyr% e`fÙkdk f'kyidkj gksrs gSa tks fgUnw nsooqQy osQ fofoèk 
nsoh&nsorkvksa dh izfrek,a Hkh cukrs gSaA lkekU;r% ;s iQjojh ls ebZ ekg rd 
eq[kkSVs cukrs gSaA o"kkZ osQ fnuksa esa] ;s c<+bZfxjh dk dke djrs gSaaA flracj ls ;s 
yksx izfrek,a cukus esa O;Lr gks tkrs gSa] D;ksafd n'kgjs osQ nkSjku bu vko`Qfr;ksa 
dh cgqr ekax gksrh gSA

eq[kkSVs cukus osQ fy, feV~Vh] dkxt osQ VqdM+s] vkVs dk cuk xksan vkSj fofHkUu 
jaxrksa osQ jax pkfg, gksrs gSaA eq[kkSVs cukus osQ fofHkUu pj.kksa dk uhps mYys[k 
fd;k tk jgk gS %

1-  loZizFke bfPNr eq[kkSVs dk ,d izfr:i feV~Vh ls rS;kj fd;k tkrk gSA bl 
pj.k dks ekVh&xkMk dgk tkrk gS] vFkkZr~ ^feV~Vh ls vkdkj nsuk*A

2-  dkxt osQ iQVs gq, VqdM+ksa ij xksan yxkdj mudks eq[kkSVs osQ izfr:i ij 
fpidk;k tkrk gSA bl pj.k dks dkxt&fpV~Vkuks dgk tkrk gS] vFkkZr~ 
dkxt fpidkukA

3-  bu fpidk, gq, dkxt osQ VqdM+ksa ij feV~Vh osQ feJ.k dh ,d ijr yxkbZ 
tkrh gSA bls dkcht&ysik dgk tkrk gSA (feV~Vh dks yxkuk)

4-  ,d izdkj osQ fpifpis xksan ls diM+s osQ VqdM+ksa dks eq[kkSVs osQ izfr:i ij 
fpidkus dh izfØ;k dks fprk&ekVh dgk tkrk gSA bl pj.k dks dkiM+ 
flrkuks dgk tkrk gSA (diM+s dks fpidkuk)A

5- ydM+h ls fufeZr ,d izdkj dh NSuh ftls Fkkih dgrs gSa] ls iwjs eq[kkSVs dh 
ikWfy'k dh tkrh gS rkfd lHkh vax ukd] vka[ksa] dku vkfn Hkyh izdkj 
mHkj dj lkeus vk ldsaA eq[kkSVk&fuekZ.k osQ bl pj.k dks Fkkih&ikfy'k dgk 
tkrk gSA (Fkkih ls ikWfy'k djuk)A

6- fuekZ.k dh bl izfØ;k osQ varxZr fiQj] eq[kkSVs ij feV~Vh dh ,d iryh 
ijr yxkbZ tkrh gSA bl fLFkfr esa eq[kkSVs dks izfr:i ls vyx dj fn;k 
tkrk gSA rhljs pj.k dh Hkkafr] bls Hkh dkcht ysik dgk tkrk gSA

7- vafre pj.k dks ltkuks dgk tkrk gS] vFkkZr~ ^vyao`Qr* djukA bl pj.k 
esa vko';d jaxksa dks yxk;k tkrk gS vkSj mfpr 'kh"kZ Vksi dks tksM+k tkrk 
gSA oqQN eq[kkSVksa dks] ftu pfj=kksa dk os izfrfufèkRo djrs gSa] muds vuqlkj 
vR;ar vyao`Qr 'kh"kZ Vksi dh vko';drk gksrh gSA

iq:fy;k osQ eq[kkSVk fuekZrk u osQoy viuh dyk esa oju~ Hkkjrh; iqjk.k dFkkvksa 
,oa mik[;kuksa vkfn esa Hkh n{k gksrs gSa] gkykafd vfèkdrj eq[kkSVk fuekZrk lk{kj 
ugha gSA ;s dV~Vjrk ls ijaijk dk ikyu djrs gSa vkSj jkek;.k] egkHkkjr rFkk 
fofoèk iqjk.kksa osQ fofoèk pfj=k bu eq[kkSVksa osQ }kjk mRo`Q"V :i esa izLrqr gksrs 
gSaA

In Purulia Chhau, masks play a very important role. And it is 
interesting to note that while the dancers and the musicians all 
belong to either scheduled castes or tribes, the mask makers are 
all caste Hindus. They bear the professional surname of Sutradhar 
or family surnames, such as, Dutta or Sil or Paal which are borne 
by the Kayasthas of West Bengal. About four kilometers away 
from Bagmundi there is a village named Chorida. It is also called 
Chorda. The masks are made in this village. A few decades ago a 
family of mask-makers moved to another village named Domordi. 
Since then this is the second village where the masks are made, 
but Chorda retains its supremacy in mask-making.

The mask-makers are, basically, clay-modellers who also make 
images of various gods and goddesses of the Hindu pantheon. They 
are also carpenters. Generally they make masks from February to 
May. During the rains they do carpentry work. From September 
they are busy in image making, because during Dussera there is 
a great demand for them.

For making masks one needs clay, torn pieces of paper, rags, glue 
made of flour, and dye of different shades. The different stages of 
making a mask are given below :

1. A model of the desired mask is first made in clay. This stage is 
called maati-gadaa, meaning 'shaping with clay'.

2. Glue applied to pieces of torn paper are pasted on the model. 
It is called kaagaj-chitaano, i.e. pasting of paper.

3. A layer of paste-like clay is painted over the pasted papers. 
This is called kaabij-lepaa (application of clay)

4. Pasting pieces of cloth with a kind of sticky clay known as 
chitaa-maati, is called kaapad-setaano (pasting of cloth).

5. With a wooden chisel, known as thaapi, polishing the whole 
image so that nose, eyes, ears, etc. come out appropriately. 
This stage of the mask-making is called thaapi-paalish 
(polishing with a thaapi).

6. Again a thin layer of clay is applied to the whole mask. At this 
stage the mask is separated from the model. Like the third 
stage, it is also called kaabij-lepaa.

7. The last stage is called saajaano, meaning 'to decorate'. 
Application of dye of required colours and fixing the appropriate 
headgear are done at this stage. Some masks, according to 
the characters they represent, require highly ornamented 
headgears.

The mask-makers of Purulia are not only well versed in their 
art but also in Indian mythology. Although most of them are not 
literate, they strictly follow the tradition and various characters of 
the Ramayana, the Mahabharata, and various Puranas which are 
admirably represented by the masks.



pwafd Nm u`R;ksa dks ijaijkxr :i esa vizSy egk esa izLrqr fd;k tkrk gS] Nm 
urZdksa osQ fofHkUu lewgksa osQ izeq[k iQjojh osQ eè; osQ vklikl eq[kkSVs [kjhnus 
osQ fy, pksjM+k tkrs gSaA pksjM+k osQ oqQN eq[kkSVk&fuekZrk vPNk O;kikj djus osQ 
mís'; ls vius xkao ls yxHkx 65 fd-eh- nwj ftyk eq[;ky; iq:fy;k tkrs gSaA 
os ogka dejk fdjk, ij ysdj viuh nwdkusa rFkk 'kks&:e [kksyrs gSaA ;s yksx 
;gka ij pksjM+k esa lkekU;r% olwy dh tkus okyh dher ls vfèkd dher esa 
eq[kkSVs csprs gSaA

vkd"kZd 'kh"kZ Vksi lfgr eq[kkSVk iq:fy;k Nm osQ vkgk;Z (eq[k lTtk rFkk 
os'kHkw"kk) dk lokZfèkd egRoiw.kZ igyw gSaA eq[k lTtk dh dksbZ vko';drk ugha 
gksrh D;ksafd eq[k eq[kkSVs ls <dk gksrk gSA ij] iznf'kZr vaxksa dh mfpr lTtk 
vko';d gSA mnkgj.k osQ fy,] Hkxoku f'ko uaxs cnu izdV gksrs gSa vkSj muosQ 
ru ij phrs dh [kky leku fn[kus okyk NksVk diM+k fyiVk gksrk gSA vr% muosQ 
èkM+ vkSj ?kqVuksa osQ uhps dh Vkaxksa dh lTtk dh tkrh gS rkfd f'ko :i èkkj.k 
fd, pfj=k osQ o.kZ dks ^pkanh leku liQsn* lTtk ls okLrfodrk iznku dh tk 
losQA vfèkdrj egRoiw.kZ iq:"k pfj=k] if'pe caxky osQ ijaijkxr ukV~; :i & 
tk=kk ls mPp :i ls izHkkfor Åijh oL=k èkkj.k djrs gSaA ;g fuf'pr gh ,d 
tSosQV gksrh gS] ftl ij T+kjh rFkk o`Qf=ke eksfr;ksa vkfn ls d<+kbZ gksrh gSA vDlj 
tSosQV dk diM+k e[key dk gksrk gSA etnwjh izkIr efgyk,a gkFk ls bl d<+kbZ 
dks djrh gSaA tSosQV dh ckagsa dksguh rd yach gksrh gSaA dksguh ls dykbZ rd 
dk fgLlk ,d izdkj osQ pkSM+s fjcu ls <dk gksrk gS ;k fiQj ;fn ml fgLls ij 
lTtk dh tkuh gks rks bls [kqyk gh j[kk tkrk gSA

ik;tkes osQ leku uhps iguk tkus okyk oL=k fof'k"V vkSj fnypLi gksrk gSA ;g 
lwrh diM+s ls fofHkUu jaxksa esa cuk lkekU; ik;tkes dk tksM+k gksrk gSA fu"iknu 
dyk dh fdlh Hkh vU; 'kSyh esa bl izdkj osQ ik;tkes dk tksM+k iguk ugha 
tkrkA gkykafd] ik;tkes osQ jax osQ fo"k; esa dksbZ dM+k fu;e ugha gS] fiQj Hkh 
lkekU;r% ,d jk{klh pfj=k xgjh ykyk èkkfj;ksa lfgr dkyk ik;tkek igurk gS] 
nsork pfj=k foijhr jax esa èkkfj;ksa lfgr xgjs gjs ;k xgjs yky jax dk ik;tkek 
igurk gSA ges'kk xgjs jaxksa dks izJ; fn;k tkrk gSA lkèkq] ½f"k&eqfu vkfn 
ik;tkek ugha igurs] oju~ Hkxos jax esa jaxh gqbZ èkksrh igurs gSaA

iq:fy;k Nm esa cgqr vfèkd L=kh pfj=k ugha gksrsA Nm dh bl 'kSyh esa izLrqr 
oqQN nsfo;ksa esa ls ,d dkyh gSaA os viokn bl :i esa gSa fd mUgsa iq:"k os'kHkw"kk 
iznku dh tkrh gSA os dkyk ik;tkek igurh gSa tcfd nqxkZ nsoh yky lkM+h 
igurh gSaA rkM+dk tSls jk{kfl;ka lHkh izdkj dh vikjaikfjd os'kHkw"kk,a igurh gSaA 
ik;tkek iguus dh jhfr dks 'kk;n blfy, xzg.k fd;k x;k rkfd iq:fy;k Nm 
esa yh tkus okyh Åaph mNkyksa vkSj dwnksa dks izLrqr fd, tkus esa lqfoèkk gksA ftu 
pfj=kksa dks cgqr vkstfLork ls u`R; djus dh vko';drk ugha gksrh] tSls&lkèkq] 
vkfnA mUgsa dej ls uhps iguus osQ fy, fdlh Hkh izdkj dk oL=k iznku fd;k 
tk ldrk gS] ij vfHkeU;q ;k efg"kklqj leku ftu pfj=kksa dks tks'k ls ifjiw.kZ 
u`R; djuk gksrk gS vkSj mNkysa rFkk dwnsa yxkuh gksrh gSa] mUgsa ik;tkes dk tksM+k 
iguus esa lqfoèkk izrhr gksxhA

Since the Chhau dances are performed traditionally in April, leaders 
of different groups of Chhau dancers go to Chorda from around 
the middle of February to purchase masks. A few mask-makers 
of Chorda, to do good business, go to the district headquarters, 
Purulia, which is about 65 kilometers away from their village. They 
take a room on rent and open their shops and show-rooms. They 
sell the masks at a higher price than what is normally charged at 
Chorda.

Mask, integrated with the gorgeous headgear, is the most important 
aspect of the aahaarya (make-up and costume) of Purulia Chhau. 
There is no need for facial make-up since it is covered by the 
mask. But the exposed limbs do need appropriate make-up. For 
instance, Lord Siva appears with a bare body and a short cloth 
looking like a tiger's skin: His torso and legs below the knee, 
therefore, are given make-up to suggest that his complexion is 
'white like silver'. Most of the important male characters, however, 
wear an upper garment which is highly influenced by jaatraa, the 
traditional theatre form of West Bengal. It is invariably a kind of 
jacket that is embroidered with zari, artificial  pearl-like beads, etc. 
The cloth of the jacket is usually velvet. The embroidery is made 
by hand by a class of women who are engaged as wage labourers. 
The sleeves of the jackets extend upto the elbow. The  elbow to 
the wrist is covered with a kind of broad ribbon, when it remains 
uncovered it is covered by make-up.

The trouser-like lower garment is typical and interesting. It is an 
ordinary pair of trousers made of different colours of cotton cloth. 
In no other form of performing art such a pair of trousers are worn. 
Although there are no rigid rules about the colour of the trousers, 
generally a demonic character wears black trousers with deep red 
stripes, a god wears one of deep red or deep green with stripes in a 
contrasting colour. Deep colours are always preferred. Characters 
like ascetics, sages, etc. do not wear trousers but a lion cloth dyed 
in saffron colour.

There are not many women characters in Purulia Chhau. Of the 
few goddesses represented in this style of Chhau, one is Kali. She 
is an exception in the sense that she is given a male costume. She 
wears black trousers. Whereas goddess Durga wears a red saari. 
The demonesses like Tadaka wear all kinds of unconventional 
costumes. The custom of wearing trousers was probably adopted 
to provide facility in taking high leaps and jumps which abound in 
Purulia Chhau. Those characters who are not required to dance 
very vigorously, such as an ascetic, may be given any kind of 
garment under the waist, but Mahisaasura or Abhimanyu, who are 
required to dance vigorously and to take a number of leaps and 
jumps, will find it convenient to wear a pair of trousers.



'kfDr ls ifjiw.kZ mNkysa vkSj owQnsa] fo'ks"kdj os ftuesa urZd dks 3 iQhV rd dh 
ÅapkbZ rd owQnuk gksrk gS] urZd }kjk gok esa ?kwe tkuk vkSj vius ?kqVuksa osQ cy 
ij okil vkuk] Åaps vksj cgqewY; 'kh"kZ Vksiksa ls ;qDr vuwBs eq[kkSVs] u`R; xfr;ksa 
dh eksfgr dj nsus okyh ikS:"krk vkSj izfrèofur <ksy laxhr] iq:fy;k Nm dks 
bruh ÅapkbZ ij mBk dj igqapk nsrk gS] tgka ls og ,d Js"B ukVdh;rk osQ lkFk 
iznf'kZr gksrk gS tks u`R; }kjk izLrqr ikSjkf.kd mik[;kuksa dks ,d nqyZHk izdkj dh 
lqLi"V~;rk iznku djrk gSA bl izdkj iq:fy;k Nm u`R; 'kSyh Hkkjrh; fu"iknu 
dyk ijaijkvksa osQ vkdk'k dk pedrk flrkjk gS vkSj ;g lnk osQ fy, lqjf{kr 
jgus] lgst dj j[kus vkSj fujarjrk cuk, j[kus dh ;ksX;rk j[krk gSA

The powerful leaps and jumps, especially those in which the dancer 
jumps to a height of about 3 feet, takes a turn in the air and comes 
down on his knees, the fantastic masks integrated with towering 
headgears, the enthralling virility of dance movements, and the 
reverberating drum music, lift the Purulia Chhau to a height from 
which it vibrates with a superb theatricality that imparts to the 
danced mythical episodes a rare kind of palpability. Thus Purulia 
Chhau is a shining star in the firmament of Indian performing art 
traditions and deserves to be preserved and continued for ever.



bu 24 fp=kksa dks d{kk] iqLrdky; ;k fiQj LowQy esa fdlh eq[; LFkku ij iznf'kZr 
dj ldrs gSaA ;fn vko';d gks rks bu fp=kksa dks vki xÙks ij yxkdj buosQ 
'kh"kZd rFkk fp=k osQ ihNs fn, x, eq[; fooj.k dks uhps LFkkuh; Hkk"kk esa Hkh 
fy[k ldrs gSaA vè;kid] fo|kfFkZ;ksa dks jpukRed xfrfofèk;ksa esa 'kkfey djosQ 
mudh ijEijkxr u`R; osQ izfr :fp vkSj le> dh o`f¼ osQ fy, ,d gh le; 
esa oqQN fp=kksa dk iz;ksx dj ldrs gSaA

oqQN fp=k eq[kkSVk cukus dh fofèk dks n'kkZrs gSaA fo|kfFkZ;ksa dks ;g le>k;k tk 
ldrk gS fd isij es'kkh vkSj diM+s & vkfn osQ iz;ksx ls lkèkkj.k eq[kkSVs dSls 
cuk, tkrs gSaA

mudks yksd dFkkvksa vkSj dFkka'kksa osQ ,d=khdj.k osQ fy, izksRlkfgr fd;k tk 
ldrk gS ftlls muesa egkdkO;ksa osQ izfr :fp iSnk gksA izR;sd Nk=k viuh ilUn 
dh dgkuh fy[k ldrk gS vkSj dgkuh osQ izR;sd pfj=k ij eq[kkSVs cukdj fn[kk 
ldrk gSA vè;kid] Nk=kksa }kjk fy[kh x;ha dgkfu;ksa osQ vfHku; esa lgk;rk 
iznku djus osQ fy, LFkkuh; ukV~;'kkyk rFkk u`R; dykdkjksa ls lEioZQ LFkkfir 
dj ldrs gSaA

iq:fy;k Nm ij lkaLo`Qfrd iSdst dh lEiwfrZ esa fo|kFkhZ vU; {ks=kksa osQ u`R; vkSj 
ukV~; ij lwpuk,a vkSj fp=k Hkh ,df=kr dj ldrs gSaA fuEufyf[kr fo"k;ksa ij 
Hkk"k.k vkSj fucUèk izfr;ksfxrk,a Hkh vk;ksftr dh tk ldrh gSa %

& ikSjkf.kd vkSj nUrdFkkvksa ls esjk fiz; pfj=k & bfrgkl vkSj LFkkuh; yksd  
 dgkfu;ka

& LFkkuh; u`R;@ukV~; dykdkjksa osQ lkFk esjk Hkze.kA

& esjs {ks=k esa ijEijkxr u`R; vkSj ukV~; izn'kZudkjksa dk thou;kiuA

& vius {ks=k dh dyk dks iquthZfor@lqèkkj djus osQ fy, eq>s D;k djuk pkfg,A

vè;kid dykdkjksa osQ izn'kZu dh dykvksa osQ {ks=k ij fo|kfFkZ;ksa dks tkudkjh 
iznku dj ldrs gSa tSls%&ukV~;] ùR;]laxhr] dBiqryh] dgkuhdkj] iz'uksÙkj dk;ZØe 
rFkk dykdkjksa osQ uke osQ lkFk dyk osQ Lo:i ls voxr djk ldrs gSaA

ijEijkxr u`R; ukV~; osQ fofHkUu Lo:iksa dks Hkkjro"kZ osQ ekufp=k esa muls tqM+s 
jkT; vFkok la?k 'kkflr izns'k fpfUgr dj ldrs gSaA

fofHkUu ijEijkxr u`R; ukVd osQ Lo:iksa dk mudh pfjf=kd fo'ks"krkvksa osQ lkFk 
izHkkod pkVZ cukuk vFkok u`R; ukV~; esa iz;qDr Lo:i ls lEcfUèkr rqyukRed 
vè;;u ij vkèkkfjr izHkkod pkVZ cuk ldrs gSa ftlosQ vUrxZr mi&'kh"kZd 
izn'kZu {ks=k dk fp=k.k] eap fl¼kUr] pfj=kksa osQ izdkj] fo"k;&oLrq] laxhr ok| 
bR;kfn gks ldrs gSaA

izkjEHk esa ijEijkxr fu"ikfnr dykvksa osQ laxhr osQ rky pØ dh i¼fr ij 
vkèkkfjr vè;;u djsaA

Nk=kksa rFkk vè;kidksa osQ fy, jpukRed xfrfofèk;ka

CREATIVE ACTIVITIES FOR STUDENTS AND TEACHERS

The 24 pictures provided in the Cultural Package should be 
displayed in the classroom, library or at any prominent place in 
the school. They may be stuck on card-board with the title and 
description written in the regional language, if necessary. The 
teachers may use a few pictures at a time with the students to 
ensure understanding and appreciation of the traditional dance 
form and involve them in creative activities.

Some of the pictures show the method of mask making. Students 
may be taught how to make simple masks using papier mache, 
cloth, etc.

They may be encouraged to collect local folk tales and episodes 
that interest them from the epics. Each student may write a story 
of his choice and make masks depicting each character of the 
story. The teachers may contact local theatre or dance artists 
to interact with the students in order to help them dramatise the 
stories written by them.

Students may collect information and pictures on dance and 
drama forms of other regions to supplement this Cultural Package 
on Purulia Chhau. Declamation and essay competitions may be 
organised on the following topics:

– My favourite character(s) from myths and legends; history and 
local folk tales.

– My visit with the local dance/dramas artists.

– The life of the performers of traditional theatre and dance in 
my region.

– What I would like to do to revive/revitalise the art forms of my 
region.

In the map of India, mark the places where traditonal dance drama 
forms like Purulia Chhau exist.

Make a flow chart of different traditional dance drama forms 
with their characteristic features or make a flow chart of the 
comparative study under sub-title description of performing area, 
stage properties, type of characters, content, musical instruments, 
etc. used in the dance drama forms.

Do a project on traditional teaching methods of various art forms. 
How do these differ from modern methods of imparting education  
in a formal system?



fofHkUu dykvksa osQ Lo:i dh ijEijkxr f'k{k.k fofèk;ksa ij ,d ifj;kstuk djsaA 
,d vkSipkfjd O;oLFkk esa f'k{kk iznku djus dh vkèkqfud f'k{k.k fofèk;ksa ls ;s 
fdl izdkj fHkUu gSa \

,d ^^eq[kkSVksa dh iqLrd** rS;kj djsa ftlesa eq[kkSVksa dh cukoV esa iz;qDr fofHkUu 
dykvksa osQ izdkj lfgr buosQ cukus dh rduhd osQ ckjs esa Li"Vhdj.k Hkh 
gksaA

feV~Vh ls ydM+h rFkk dkxt osQ lfEeJ.k] oL=k] isij es'kh] jcj vkSj xqCckjksa ls 
rS;kj fd, x, eq[kkSVksa osQ fodkl ij ,d foLr`r o.kZu fy[ksaA

lHkh ijEijkxr fu"ikfnr dykvksa osQ Lo:i ,d le`¼ jaxiV osQ 'kCnksa esa gksrs 
gSaA bu ,df=kr 'kCnksa osQ lkFk mPpkj.k] vFkZ vkfn osQ vkèkkj ij ,d rqyukRed 
vè;;u cuk;k tk ldrk gSA

ijEijkxr fu"ikfnr dykvksa osQ lkFk ,d lEcfUèkr fopkj.kh; 'kCnkoyh cuk,aA

vius LowQy@bykosQ@uxj esa gksus okys iq:fy;k Nm u`R; izn'kZu osQ izpkjd 
iksLVjksa@b'rgkjksa dk izk#i rS;kj djsaA

iq:fy;k Nm dk e;wjHkat Nm u`R; osQ lkFk 'kSyh izLrqrhdj.k dh rduhd] 
dgkuh dh fo"k;&oLrq vkSj mlosQ fp=k.k] os'kHkw"kk bR;kfn osQ lkFk fHkUurk dh 
rqyuk gsrq Nk=kksa ls iwNk tk ldrk gSA

vius {ks=k osQ yksd urZdksa@dgkuhdkjksa ls lk{kkRdkj Hkh fd, tk ldrs gSaA

Prepare 'A Book of Masks' in which, give an illustrated account of 
the masks used in various art forms along with the technique of 
making these masks.

Write a detailed account describing the development of masks 
from clay to wood followed by paper, cloth, papier mache, fibre 
and balloons.

All the traditional performing art forms have a rich repertoire of 
words, collect these words, learn their pronunciation, meaning, 
etc. so that a comparative study can be made.

Make a glossary of terms associated with the traditional performing 
arts.

Design a publicity poster for Purulia Chhau performance in your 
school/locality/town.

Students may be asked to compare Purulia Chhau with Mayurbhanj 
Chhau–difference in the style, technique of presentation, story 
content and its depiction, costumes, etc.

The teachers can provide information on the artists of performing 
arts of the region such as drama, dance, music, puppetry, story 
tellers and hold quiz programmes where the students can identify 
the name of artists with the art forms.

vkys[k % thou ikf.k
Text : Jiwan Pani
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1. iq:fy;k Nm % eq[kkSVk cukuk
Nm dh iq:fy;k 'kSyh esa eq[kkSVs ,d cgqr gh egRoiw.kZ Hkwfedk fuHkkrs gSaA vfèkdrj eq[kkSVk fuekZrk pksjhM+k uked xkao 
esa jgrs gSa] ftls pksjM+k osQ uke ls Hkh iqdkjk tkrk gSA eq[kkSVs cukus osQ fy, feV~Vh] dkxt osQ iQVs gq, VqdM+ksa] iqjkus 
diM+s dh fpafn;ksa] vkVs dh xksan vkSj fofHkUu jax lkexzh dh vko';drk gksrh gSA eq[kkSVk cukus dh lkr liQy voLFkk,a 
gksrh gSaA izLrqr fp=k esa eq[kkSVk cukus dh izkFkfed vkSj vafre voLFkk,a iznf'kZr gSaA

(d) bl fp=k esa ,d eq[kkSVk fuekZrk osQ lkeus feV~Vh dk <syk j[kk gqvk ns[kk tk ldrk gSA mlus feV~Vh osQ <sys ls 
eq[kkSVs dk izfr:i cukuk vkjaHk gh fd;k gSA ik'oZ esa] rhu eq[kkSVs iznf'kZr gSa] ftUgsa vafre :i fn;k tkuk gSA

([k) eq[kkSVs dk izfr:i vc vkdkj xzg.k dj jgk gSA tc izfr:i iwjk gks tkrk gS] rc xksan yxs gq, dkxt osQ iQVs 
gq, VqdM+ksa dks yxkrs gSaA blls eq[kkSVs dk vkèkkj rS;kj gksrk gSA uhps feV~Vh dh ,d iryh ijr yxkbZ tkrh gS] 
ftl ij diM+s dh fpafn;ka fpidkbZ tkrh gSA fiQj ls] feV~Vh dh ijr yxkbZ tkrh gSA tc ;g lw[k tkrh gS rc 
izfr:i ls eq[kkSVs dks vyx fd;k tkrk gSA blds i'pkr~ vafre voLFkk vkrh gSA

(x) bl fp=k esa vafre voLFkk dk vkjaHk iznf'kZr gSA eq[kkSVs ij fofHkUu jaxrksa osQ jaxksa dks yxk;k tkrk gSA

(?k) vc eq[kkSVs dks vafre :i fn;k tk jgk gSA
 

1. Purulia Chhau : Mask Making

Masks play a very important role in Purulia style of Chhau. Most of the mask-makers live in a village 
named Chorida, also called Chorda. For making masks one needs clay, torn pieces of paper, 
rags, glue made of flour, and dye of different shades. There are about seven successive stages of 
making a mask. The picture shows the initial and final stages of mask-making.

A. In this picture is seen a mask-maker who has a lump of clay before him. He has just begun 
to shape the lump of clay into a model of a mask. In the background, there are three masks 
awaiting the finishing touch.

B. The model is now taking shape. When the model is complete, torn pieces of paper, to which 
glue has been applied, are to be pasted. That will form the base of the mask. On the base, 
a thin coating of clay is given, over which rags are pasted. Again a thin layer of clay is given. 
When it is dry, the mask is separated from the model. Then comes the final stage.

C. This picture shows the beginning of the final stage. Dyes of different shades are used to paint 
the face of the mask.

D. The mask is now being given the finishing touches.

lkaLÑfrd lzksr ,oa izf'k{k.k osQUæ Centre for Cultural Resources and Training
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2. iq:fy;k Nm % eq[kkSVs ls 'kh"kZ Vksi tksM+uk
Nm dh lHkh 'kSfy;ksa esa ls] iq:fy;k Nm lokZfèkd ukVdh; vkSj Hkkoqdrkiw.kZ gSA Nm dh bl 'kSyh esa izR;sd urZd }kjk 
iguk tkus okyk eq[kkSVk] ,d gn rd ukVdh;rk dks c<+kus osQ fy, ftEesnkj gSA urZd vkSj laxhrdkj vuqlwfpr tkfr 
vkSj vuqlwfpr tutkfr osQ gksrs gSa] tcfd eq[kkSVk fuekZrk lHkh mPp tkfr osQ fgUnw gksrs gSa vkSj vfèkdrj pksjhM+k uked 
xkao esa jgrs gSaA eq[kkSVk cukus dh fofoèk voLFkk,a gSaA vafre voLFkk dks ^ltkuks* dgrs gSa] vFkkZr~ ^ltkuk* (vyao`Qr 
djuk)A bl voLFkk osQ fiQj nks Hkkx gksrs gSaA igys] vko';drkuqlkj eq[kkSVs osQ fofHkUu Hkkxksa dks fofHkUu jaxrks osQ jax 
yxk, tkrs gSaA fiQj mfpr 'kh"kZ Vksi dks eq[kkSVs ls tksM+k tkrk gSA 'kh"kZ Vksi vDlj Åaps vkSj vkd"kZd gksrs gSaA bUgsa 
eksfr;ksa vkSj HkM+dhyh ifUu;ksa ls ;qDr lkexzh ls cgqr ltk;k tkrk gSA

d- izLrqr fp=k esa eq[kkSVk fuekZrk dks vfHkeU;q osQ eq[kkSVs ls vyao`Qr 'kh"kZ Vksi tksM+rs gq, fn[kk;k x;k gSA

[k- ;g nl flj okys] jk{klh jktk] jko.k dk eq[kkSVk gSA pwafd eq[kkSVk igys gh nl flj gksus osQ dkj.k Hkkjh gksrk gS] 
vr% vfHkeU;q osQ leku 'kh"kZ Vksi Åapk ugha gksrkA

lHkh eq[kkSVksa esa jaèkziVy vkSj vka[kksa osQ LFkku ij fNnz gksrs gSa rkfd eq[kkSVk èkkj.k (iguus okys) djus okys urZd bu 
fNnzksa esa ls ns[k ldsaA
 

2. Purulia Chhau : Fixing Headgears to Masks

Purulia Chhau is the most dramatic and theatrical of all the styles of Chhau. The masks worn by 
each of the dancers in this style of Chhau enhances, to a great extent the theatricality of the form. 
While the dancers and musicians belong to scheduled tribes and castes, the mask-makers are 
all higher caste Hindus and most of them live in a village named Chorida (or Chorda). There are 
various stages of making a mask. The final stage is called saajaano, meaning 'to decorate'. This 
stage again has two parts. First, dyes of different shades are applied to different parts of the mask 
as required. Then an appropriate headgear is fixed to the mask. The headgears are more often 
towering and gorgeous with decorative artificial pearl-like beads and tinsel materials.

A. The picture shows the mask-maker fixing the decorative headgear to the mask of Abhimanyu.

B. This is the mask of Ravana, the demonic king of Lanka, having ten heads, Since the mask is 
already heavy with ten faces, the headgear is not as high as that of Abhimanyu.

All the masks have holes in place of the iris and pupil of the eyes so that the dancers wearing them 
can see through the holes.

iq:fy;k Nm
Purulia Chhau
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3. iq:fy;k Nm % u`R; lacaèkh rduhdksa dk iz;ksx
e;wjHkat vkSj fljbosQyk 'kSfy;ksa dh Hkkafr iq:fy;k Nm 'kSyh dh u`R; rduhdksa dks foLr`r O;kdj.k 
ugha gS] fiQj Hkh iq:fy;k Nm esa ftu rduhdksa osQ lewg dk lekos'k gS] os mls Nm dh lHkh 'kSfy;ksa 
esa lokZfèkd ukVdh; cukus osQ fy, i;kZIr gSaA ewyr% u`R; xfr;ksa osQ rhu oxZ gSa ftUgsa iq:fy;k Nm 
osQ urZd dks fØ;kfUor djuk gksrk gS rFkk mlesa dq'kyrk gkfly djuh gksrh gSA os gSa%

ewyHkwr pkysa vkSj xfr;ka

Nykaxsa vkSj OkwQnsa

fof'k"V xfr;ka] tSls&'kh"kZ Vksi] daèks vkSj èkM+ dks fgykuk

nksuksa rLohjsa iznf'kZr djrh gSa fd fdl izdkj ls urZd bu ewyHkwr xfr;ksa dks izLrqr djrs gSaA vDlj 
urZdksa dks u`R; xfr;ksa dh ewyHkwr bdkbZ;ksa dk vH;kl djrs gq, ns[krs gq, ns[kus okys dqN gh 
n'kZd gksrs gSaA
 

3. Purulia Chhau : Practice of Dance Techniques

The Purulia Chhau does not have an elaborate grammar of dance technique as 
the Mayurbhanj and Seraikela styles have, yet the stylised costumes and body 
movements of Purulia Chhau make it the most dramatic of all the styles of Chhau. 
There are basically three categories of dance movements that a dancer of Purulia 
Chhau has to practise and perfect. They are :

Basic gaits and locomotion,

Leaps and jumps, and

Typical movements, such as, shaking of the headgear, shoulder, and torso.

The two pictures show how the dancers practise these basic movements. When 
they practise, a particular kind of music is played. Often there are quite a few 
onlookers to see the dancers practising the basic units of dance movements.

iq:fy;k Nm
Purulia Chhau
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4. iq:fy;k Nm % os'kHkw"kkvksa lfgr iwokZH;kl
iq:fy;k 'kSyh lfgr] Nm dh lHkh 'kSfy;ka ijaijkxr :i ls pS=k&ijc uked R;kSgkj osQ fgLls osQ :i esa izLrqr dh 
tkrh gSA ;g R;kSgkj 12 vizSy osQ le:i pS=k ekg osQ vafre fnu euk;k tkrk gSA ;g R;kSgkj iwjs iq:fy;k ftys esa 
euk;k tkrk gS] ij Nm u`R; cgqr tks'k osQ lkFk eq[;r% ckxeqaMh] >kyM+k] canks;ks;u vkSj vkjlk uked pkj xkaoksa esa 
euk;k tkrk gSA ;g izLrqrhdj.k ,d vuq"Bku Hkh gksrk gSA

dk;ZØe izLrqfr osQ fnu] urZd os'kHkw"kk,a rFkk eq[kkSVs igurs gSaaA ij] igys le; esa u`R;ksa dk Bhd ls iwokZH;kl gksuk 
Hkh vko';d FkkA iwokZH;kl iQjojh ekg osQ vklikl vkjaHk gksrs FksA ewyr% urZd dksbZ Hkh os'kHkw"kk èkkj.k fd, fcuk 
iwokZH;kl djrs Fks] ij tSls&tSls dk;ZØe izLrqfr dk fnu fudV vkrk Fkk] urZd os'kHkw"kk,a èkkj.k dj iwokZH;kl djrs 
Fks] rkfd os'kHkw"kk,a èkkj.k djus osQ vknh gks ldsaA nksuksa gh fp=k os'kHkw"kkvksa lfgr iwokZH;kl iznf'kZr djrs gSaA ;g tkuuk 
:fpdj gS fd urZd fupys fgLls esa oL=k dh Hkkafr tks ,d izdkj dk ik;tkek èkkj.k djrs Fks og fof'k"V Fkk D;ksafd 
fdlh Hkh vU; fu"iknu dyk dh ijaijk] ;gka rd fd iq:fy;k Nm dks xgu :i ls izHkkfor djus okyh tk=kk ukV~; 
'kSyh esa Hkh vfHkusrk }kjk bl izdkj osQ ik;tkesa dh tksM+h iguh ugha tkrhA gks ldrk gS] ,sls ik;tkeksa osQ dkj.k] 
l'kDr xfr;ka lqlkè; gksrh gksaA lHkh urZd ,sls ik;tkes ugha igursA osQoy ohj pfj=kksa dh Hkwfedk fuHkkus okys urZd 
gh bUgsa èkkj.k djrs gSaA

 

4. Purulia Chhau : Rehearsal with Costumes

All the styles of Chhau, including the Purulia style, are traditionally performed as a part of the 
festival called Chaitra-parab. It is held on the last day of the month–chaitra, corresponding with 
April 12. The festival is observed all over the district of Purulia, but Chhau dances are performed 
with great enthusiasm mainly in four villages, namely, Bagmundi, Jhalda, Bandyoyan, and Arsa. 
The performance is also a ritual.

On the day of the performance, the dancers wear costumes as well as masks. But on earlier days 
the dances are required to be rehearsed well. The rehearsals begin around February. Initially they 
rehearse without wearing the traditional costume, but as the performance day draws near, the 
dancers wear costumes to get accustomed to them. Both the pictures show the rehearsal with 
costumes. It is interesting to note the kind of trousers the dancers wear as the lower garment is 
unique, in the sense that in no other tradition of performing art, not even in the jaatraa theatre 
which has so much influenced the Purulia Chhau, such a pair of trousers is worn by an actor. May 
be such trousers facilitate vigorous movements. All dancers do not wear such trousers, but only 
those who play the role of heroic characters.
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5. iq:fy;k Nm % dk;ZØe izLrqrhdj.k dh vksj izLFkku
iq:fy;k Nm dk lokZfèkd egRoiw.kZ vkgk;Z gS&eq[kkSVkA (Hkkjrh; lkSUn;Z 'kkL=k esa eq[k&lTtk rFkk os'kHkw"kk (oL=k lTtk) 
nksuksa dks vkgk;Z dgk tkrk gSA) eq[kkSVs ls O;ofLFkr :i ls 'kh"kZ Vksi tksM+us esa dkiQh le; yx tkrk gSA dk;ZØe izLrqfr 
LFkku ij lTtk d{k dh lqfoèkk dHkh&dHkkj gh miyCèk gksrh gSA vr% eq[kkSVksa osQ lkFk 'kh"kZ Vksi dks O;ofLFkr :i 
ls tksM+ dj mUgsa dk;ZØe izLrqfr LFkku ij ys tk;k tkrk gSA lkekU;r%] urZd dks izLrqfr LFkku ij ys tkus gsrq 'kh"kZ 
Vksi lfgr eq[kkSVk fn;k tkrk gSA mnkgj.k osQ fy,] tks urZd jke dh Hkwfedk dks izLrqr djsxk mls dk;ZØe izLrqfr osQ 
oqQN fnu igys ;k dk;ZØe izLrqfr osQ fnu cgqr Åapk 'kh"kZ Vksi iznku fd;k tkrk gSA urZd bls vius ?kj ij j[krk gSA 
dk;ZØe izLrqfr osQ fnu og eq[kkSVs ls tqM+s 'kh"kZ Vksi dks vDlj viuh xnZu ls ckaèk dj eq[kkSVs dks myVk djosQ j[krk 
gSA vDlj urZd dk;ZØe izLrqfr osQ LFkku ij lkbfdy ij tkrs gSaA vki bl fp=k esa ml urZd dks ns[k ldrs gSa tks 
jke dh Hkwfedk izLrqr djsxkA urZd] eq[kkSVs dks dk;ZØe izLrqfr LFkku ij ys tk jgk gSA blds vkxs pyus okyk lkbfdy 
lokj y{e.k dh Hkwfedk izLrqr djus okyk urZd gSA xkao okys] fo'ks"kdj cPpksa dks ;g lc euksjatd yxrk gS vkSj os 
eq[kkSVksa lfgr dk;ZØe izLrqfr LFkku ij tk jgs urZdksa dks ns[kus osQ fy, ?kj ls ckgj fudy dj [kM+s gks tkrs gSaA

 

5. Purulia Chhau : Heading for Performance

Mask is the most important aahaarya in Purulia Chhau. (In Indian aesthetics, both make-up and 
costume are called aahaarya.) It takes quite some time to fix the headgear properly to  the mask. 
At the performance site greenroom facilities are seldom available. Therefore, the masks are taken 
to the performance site with the headgear properly fixed. Generally, the dancer is given the mask 
with the headgear to take to the performance site. For instance, the dancer who will depict Rama 
is given the mask with the towering headgear on the day of performance or a few days earlier. He 
keeps it at his home. On the day of performance he takes it with him usually tying it to his neck with 
the mask facing backwards. Often the dancers go to the performance site on a bicycle. You see 
here the dancer who will play the role of Rama taking the mask to the performance site. The cyclist 
who precedes him is to play Lakshmana. The villagers, especially the children, find it amusing and 
come out to watch the dancers going to the performance site with the masks.
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6. iq:fy;k Nm % laxhrdkj
dk;ZØe izLrqfr osQ fnu] u`R; izLrqr fd, tkus ls igys] laxhrdkj igys dk;ZØe izLrqfr LFkku ij vkdkj 
ok|ksa ij viuh dq'kyrk dk izn'kZu djrs gSaA Nm esa <ksy laxhr vR;ar izHkko'kkyh gksrk gSA iq:fy;k Nm 
esa rhu izdkj osQ laxhr ok|ksa dk iz;ksx fd;k tkrk gS&ihikdkj <ksy dks <ksy dgk tkrk gS] bls rLohj 
osQ vxzHkkx esa ns[kk tk ldrk gSA ;g lHkh ok|ksa esa lokZfèkd vFkZiw.kZ vkSj izeq[k gSA <ksy dks èkqelk (bls 
<kd Hkh dgk tkrk gS) ls Bksl voyac feyrk gSA ;g ,d fo'kky dVksjs osQ vkdkj dk <ksy gksrk gS 
ftls rLohj esa <ksy oknd osQ Bhd ihNs ns[kk tk ldrk gSA blls 'kfDr'kkyh izfrèofur èofu mRiUu gksrh 
gSA lqjhyk ok| 'kkukbZ dgykrk gSA ;g mÙkj Hkkjr osQ 'kgukbZ ok| osQ leku gksrk gSA 'kkukbZ okndksa dks 
rLohj esa fcYoqQy nkfguh rjiQ cSBs gq, ns[kk tk ldrk gSA 'kkukbZ oknd osQ ihNs >ka> oknd dks ns[kk tk 
ldrk gSA tc laxhrdkj dk;ZØe izLrqfr {ks=k esa izos'k djrs gSa] rc >ka> dks ctk;k tkrk gS] u`R; izLrqfr 
osQ le; ughaA vDlj ok| o`an] nks <ksyksa] nks èkqelk vkSj nks ;k rhu 'kkukb;ksa ls ;qDr gksrk gSA

 

6. Purulia Chhau : The Musicians

On the performance day, before the dance numbers are presented, the musicians first 
come into the performance area and show their mastery over their instruments. In 
Chhau, the drum music is overpowering. Three kinds of musical instruments are used 
in Purulia Chhau. The barrel-shaped drum called Dhol which is seen in the foreground 
of the picture, is the most dominant and also the most eloquent of all the instruments. 
The Dhol gets solid support from Dhumsa (also called Dhaak), the huge bowl-shaped 
drum which is seen just behind the Dhol player. It produces a powerful reverberating 
sound. The melodic instrument is called Shanai. It is like the Sehnai of North India. 
Shanai players are seen on the extreme right side of the picture. Behind the Shanai 
player is seen a cymbal player. Cymbals are only played when the musicians enter 
the performance area, but are not used during the dance performance. Usually, the 
orchestra consists of two Dhols, two Dhumsas, and two or three Shanais.
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7. iq:fy;k Nm % os'kHkw"kk O;oLFkk
vfèkdka'k iq:"k pfj=k] if'pe caxky dh ijaijkxr yksd ukV~; 'kSyh tk=kk ls 
vR;ar izHkkfor fofHkUu izdkj osQ 'kjhj osQ Åijh Hkkx esa èkkj.k fd, tkus okys 
oL=k igurs gSaA fujiokn :i ls] ;g ,d izdkj dh o`Qf=ke eksfr;ksa rFkk T+kjh 
ls d<+kbZ dh gqbZ tSosQV gksrh gSA tSosQV vDlj e[key osQ diM+s ls cukbZ tkrh 
gSA etnwj osQ :i esa dke dj jgh fL=k;ksa osQ ,d oxZ }kjk ;g d<+kbZ gkFk ls 
dh tkrh gSA tSosQV dh ckag] dksguh ls FkksM+k Åij rd dh yackbZ fy, gksrh 
gSA urZd ,d izdkj dk ltkoVh dej can Hkh igurs gSaA

bl fp=k esa jko.k dh Hkwfedk fuHkkus okys urZd dks os'kHkw"kk esa lfTtr fn[kk;k 
x;k gSA pwafd yadk osQ jk{kl jktk osQ nl flj vkSj chl Hkqtk,sa Fkha] vr% 
os'kHkw"kk osQ lkFk urZd dh ihB ij] xÙks vFkok gYdh ydM+h ls cus chl 
Hkqtkvksa dk lewg ckaèkk tkrk gSA blosQ i'pkr~ urZd eq[kkSVk èkkj.k djrk gS] 
ftldk lanHkZ fp=k la- 2 c esa ns[kk tk ldrk gSA

 

7. Purulia Chhau : Costuming

Most of the important male characters wear different kinds of upper 
garments which are highly influenced by jaatraa, the traditional 
theatre form of West Bengal. Invariably, it is a kind of jacket that 
is embroidered with zari, artificial pearl-like beads, etc. The jacket 
is usually made of velvet. The embroidery is made by hand by a 
class of women who are engaged as wage labourers. The sleeve 
of the jacket extends a little above the elbow. A kind of decorative 
waist-band is also worn by the dancers.

In this picture, the dancer who will play the role of Ravana is 
being dressed. Since the demon king of Lanka had ten heads and 
twenty arms, the set of twenty arms made either of cardboard or 
light plywood is tied at his back. He will wear a mask, the picture 
of which can be seen in No. 2 B of this package.
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8. iq:fy;k Nm % iwoZ jax dh lekfIr
iwoZ jax] Hkkjrh; fu"iknu dyk ijaijkvksa dk ,d egRoiw.kZ igyw gSA jax dk vFkZ gS&okLrfod izLrqfrA vkSj iwoZ dk vFkZ 
gS&^igys*] vr% iwoZ jax dk vFkZ gS&okLrfod izLrqfr osQ igys fd;k tkus okyk izkjafHkd izLrqrhdj.kA iq:fy;k Nm dk 
iwoZ jax] laxhrdkjksa }kjk vius lacafèkr ok|ksa ij dq'kyrk iznf'kZr djrs gq, vkjaHk gksrk gSA (ns[ksa fp=k la- 6) ;s laxhrdkj 
rqjgh ukn osQ lkFk viuk oknu lekIr djrs gSa u`R; jax LFky dks lTtk d{k ls tksM+us okys ekxZ osQ ikl] u`R; jaxHkwfe 
osQ cká Hkkx esa cSB tkrs gSa] tks u`R; izLrqfr {ks=k osQ foLrkj ds mís'; dh iwfrZ djrk gS] ftlls gksdj urZd izos'k djrs 
gSa vkSj fudkl Hkh djrs gSaA laxhrdkjksa osQ viuk LFkku xzg.k djus osQ rqjar ckn] ekxZ ls gksdj jax LFky esa xk;d vkrk 
gS vkSj iwoZ jax osQ lekfIr Hkkx osQ :i esa ,d ;k nks nksgs xkrk gSA fp=k esa] xk;d dks] izFke u`R; izLrqfr ls igys] 
Hkxoku x.ks'k dk xq.kxku djrs gq, nksgs xkrs ns[kk tk ldrk gSA ijaijkxr dk;ZØe izLrqfr esa ;g fjokt gS fd izFke 
u`R; izLrqfr esa x.ks'k dks pfj=k osQ :i esa izLrqr fd;k tkuk pkfg,A njvly] xk;d izR;sd u`R; izLrqfr dks xk;u }kjk 
izLrqr djrk gS] ij izHkko'kkyh <ksy laxhr }kjk ;g fuefTtr gks tkrk gSA osQoy tc xk;d izFke u`R; izLrqfr osQ vkjaHk 
esa xkrk gS] rc ,slh fLFkfr mRiUu ugha gksrhA

 

8. Purulia Chhau : Concluding Poorva-Ranga

In Indian performing art traditions poorva-ranga is an important aspect. Ranga means the 
performance proper. And poorva means 'before'. Therefore, poorva-ranga means the preliminary 
presentation that precedes the performance proper. In Purulia Chhau the poorva-ranga begins 
with the musicians showing their mastery over their instruments, see No. 6 in this package. They 
conclude their playing with a flourish and occupy a place in the peripheral part of the dance arena, 
usually near the gangway that joins the dance arena with the greenroom and serves the purpose 
of the extension of the dancing area through which the dancers take their entry and also make their 
exit. Soon after the musicians take their position, a vocalist comes to the arena through the gangway 
and sings a couplet or two as the concluding part of the poorva-ranga. The vocalist is seen in the 
picture singing a couplet eulogizing Lord Ganesa, before the first dance number. It is customary in 
traditional performance that the first number of dance must have Ganesa as a character. In fact, the 
vocalist introduces each dance number by singing a couplet, but it is drowned by the powerful drum 
music except when he sings before the beginning of the first dance number.
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9. iq:fy;k Nm % dk;ZØe izLrqfr izkjaHk
pS=k ioZ pS=k ekg osQ nkSjku mRlo osQ le; esa tc ijaijkxr :i esa iq:fy;k Nm u`R; izLrqr fd, tkrs gSa] rc izFke 
izLrqfr esa fuf'pr :i ls Hkxoku x.ks'k Hkh ,d pfj=k gksrk gS vkSj og u`R; jaxLFky ij igys izos'k djrk gSA iq:fy;k 
Nm osQ jaxiV ij ,slh rhu u`R; izLrqfr;ka gSA ckxeqaMh {ks=k esa] ;g izLrqfr efg"kklqj oèk ;k ij'kqjke ijkt; gksrh gS] 
ij can;ks;u {ks=k esa izFke izLrqfr esa ml izlax dks izLrqr fd;k tkrk gS fd tc }s"kiw.kZ xzg nsork 'kfu viuh v'kqHk 
n`f"V Mkyrk gS rks Hkxoku x.ks'k fdl izdkj viuk flj dVok cSBrs gSa vkSj oSQls Hkxoku f'ko osQ vkns'k ij muosQ 
HkDr uUnh bUnz osQ gkFkh dk dVk gqvk flj ysdj vkrs gSa] ftls Hkxoku f'ko osQ daèkksa ls tksM+k x;kA

izLrqr fp=k ckxeqaMh {ks=k osQ efg"kklqj oèk dk vk'kqfp=k gSA bl izLrqfr esa igys x.ks'k u`R; jaxLFky esa vkrs gSaA dqN 
le; ckn muosQ ikl NksVs HkkbZ dkfrZosQ; vkrs gSaA fiQj efg"kklqj vkrk gSA igys efg'kklqj x.ks'k osQ lkFk yM+kbZ djrk 
gS vkSj mUgsa gjk nsrk gSA fiQj og yM+ dj dkfrZosQ; dks gjk nsrk gSA rc nsoh nqxkZ 'ksj ij lokj gksdj vkrh gSaA os 
efg"kklqj dks ijkftr djosQ mldh Nkrh esa viuk f=k'kwy Mky dj ekj Mkyrh gSaA izLrqr fp=k esa x.ks'k vkSj dkfrZosQ; 
dks nkfguh vksj ns[kk tk ldrk gS vkSj efg"kklqj eq[kkSVk igus lTtk d{k osQ ikl bartkj dj jgk gS rkfd og mfpr 
le; vkus ij u`R; jaxLFky esa izos'k dj losQA jk{kl dks ck;ha vksj n'kZdksa osQ ihNs ns[kk tk ldrk gSA

 

9. Purulia Chhau : Beginning of Performance

When the Purulia Chhau dances are presented traditionally at the time of chaitra-parab (festival 
during the month of Chaitra), the first number to be presented has to have Lord Ganesa as one of 
the characters and he will come to the dancing arena first. In the repertoire of Purulia Chhau there 
are three such dance numbers. In Bagmundi area it is either Mahisaasura-vadh or Parasuram-
parajay, but in Bandyoyan area the first number depicts how Lord Ganesa loses his head when 
Sani, the malevolent planet-god, casts his malignant glance and how, ordered by Lord Siva, his 
follower Nandi brings the severed head of Indra's elephant, which is grafted on the shoulder of 
Lord Ganesa.

You see here Mahisaasura-vadh of Bagmundi area. In this number, first Ganesa comes to the dance 
arena. After some time he is joined by his younger brother Kaartikeya, then comes Mahisaasura. 
First he fights with Ganesa and defeats him, then he fights and defeats Kaartikeya. Goddess Durga 
then comes riding a lion. She vanquishes Mahisaasura and kills him by driving her trident into his 
chest. You see here both Ganesa and Kaartikeya at the right side and Mahisaasura wearing the 
mask is waitng near the greenroom (can be seen behing Ganesa) to come to the dance arena at 
the appropriate time. The demon is seen towards the left side and behind the audience.
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10. iq:fy;k Nm % efg"kklqj ,oa x.ks'k ;q¼
ijaijkxr :i ls izFke izLrqr dh tkus okyh rhu u`R; izLrqfr;ksa esa ls ,d 
gS&efg"kklqj&oèkA bu lHkh izLrqfr;ksa esa Hkxoku x.ks'k Hkh ,d pfj=k gSA ckxeqaMh 
{ks=k esa] ij'kqjke ijkt; ,d vU; u`R; izLrqfr gS] ftlesa Hkh x.ks'k ,d pfj=k 
:i esa gSa vkSj blfy,] dHkh&dHkh bls izFke izLrqr fd;k tkrk gS] ij efg"kklqj 
oèk lokZfèkd yksdfiz; gSA can;ks;u {ks=k esa vDlj igys ,d vU; u`R; izLrqfr 
dh tkrh gS tks bl ikSjkf.kd dFkk ij vkèkkfjr gksrh gS fd fdl izdkj gkFkh 
osQ flj dks Hkxoku x.ks'k osQ daèkksa ls tksM+k x;kA

fp=k la- 9 esa ge u`R; djrs x.ks'k vkSj dkfrZosQ; dks ns[k ldrs gSa] vkSj 
efg"kklqj u`R; jaxLFky esa izos'k djus gsrq [kM+k gSA ;g fp=k] efg"kklqj dh x.ks'k 
osQ lkFk yM+kbZ dh u`R; izLrqfr esa vxys izlax dk vk'kqfp=k izLrqr djrk gSA bl 
yM+kbZ esa x.ks'k dh ijkt; gksrh gSA

10. Purulia Chhau : Mahisaasura and Ganesa Fight

Mahisaasura-vadh (killing of demon Mahisa) is one of the three 
dance numbers which are traditionally performed first since they 
have Lord Ganesa as one of the characters. In Bagmundi area 
Parasuram-parajay is another dance number which has Ganesa 
as one of the characters and therefore is, at times, performed first 
but Mahisaasura-vadh is the most favourite. In Bandyoyan area 
another dance number is usually performed first which is inspired 
by the pauranic story of how an elephant head was grafted on the 
shoulder of Lord Ganesa.

In No. 9 of this package are seen Ganesa and Kaartikeya dancing 
and Mahisaasura is waiting to come to the dancing arena. In the 
next sequence Mahisaasura is seen fighting with Ganesa where 
Ganesa is defeated.
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11. iq:fy;k Nm % efg"kklqj ,oa dkfrZosQ; ;q¼
ijaijkxr :i ls] u osQoy iq:fy;k Nm oju~ Nm u`R;ksa dh lHkh fofoèk 'kSfy;ka 11 ;k 12 vizSy dks izLrqr dh tkrh 
gSa D;ksafd ;g rkjh[ksa lkSj dSys.Mj osQ vuqlkj pS=k ekg osQ vafre fnu osQ lekukarj gksrh gSaA ,d i[kokM+s rd iwohZ 
Hkkjr osQ oqQN Hkkxksa esa tutkrh; rFkk vU; leqnk;ksa }kjk euk;k tkus okyk pS=k ijc] (pS=k dk mRlo) Nm u`R;ksa osQ 
izLrqrhdj.k esa vius pje fcUnq ij gksrk gSA iq:fy;k Nm esa ;g fjokt gS fd izLrqfr esa eap ij igys vorfjr gksus 
okyk urZd Hkxoku x.ks'k gksus gh pkfg,] ftudk iwoZ&jax iwoZ rS;kfj;ksa osQ vafre Hkkx esa xq.kxku fd;k tkrk gSA efg"kklqj 
oèk igys izLrqr fd, tkus okyh rhu u`R; izLrqfr;ksa esa ls ,d gSA

fp=k la- 9 rFkk 10 vkjaHk vkSj nwljs Øe dks iznf'kZr djrs gSaA ;g fp=k rhljs Øe dks iznf'kZr djrk gS] ftlesa jk{klh 
nSR; efg"kklqj] dkfrZosQ; osQ T;s"B HkkbZ x.ks'k osQ lkFk yM+kbZ djus osQ i'pkr~ dkfrZosQ; ls yM+kbZ djrk gSA iqjk.k dFkkvksa 
osQ vuqlkj dkfrZosQ; dk okgu&eksj gSA bl u`R; izLrqfr esa okgu dks ,d :f<+c¼ vkgk;Z vFkkZr~ os'kHkw"kk esa lokj osQ 
lkFk lefUor fd;k x;k gSA fp=k esa] dkfrZosQ; us eksj osQ ia[k èkkj.k fd, gq, gSa vkSj og Åaps mNy jgs gSa tks iq:fy;k 
Nm u`R; 'kSyh dh ,d izeq[k fo'ks"krk gSA

 

11. Purulia Chhau : Mahisaasura and Kaartikeya Fight

Traditionally, not only Purulia Chhau but also all the various styles of Chhau dances are performed 
on the 11th. and/or 12th. day of April since it corresponds with the concluding day of the month of 
chaitra according to the solar calendar. The chaitra-parab (festival of Chaitra) which is celebrated by 
both the tribal and non-tribal communities in some parts of Eastern India for a fortnight culminates 
in the presentation of Chhau dances. It is customary in Purulia Chhau that the first dancer to 
appear in the series of presentation has to be Lord Ganesa who is eulogized in the concluding 
part of poorva-ranga preliminaries. Therefore, the first dance number to be presented has to have 
Ganesa as one of the characters. Mahisaasura-vadh (killing of demon Mahisa) is one of the three 
dance numbers which are presented as the first.

Nos. 9 and 10 of this package show the beginning and the second sequence respectively, this 
picture shows the third sequence in which the demonic titan named Mahisaasura fights with 
Kaartikeya after having defeated his elder brother Ganesa. According to mythology the vehicle of 
Kaartikeya is a peacock. In this dance number the vehicle is integrated with the rider in the stylized 
aahaarya, that is, costuming. Kaartikeya is seen wearing peacock feathers and leaping high which 
is so characteristic of Purulia Chhau.
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12. iq:fy;k Nm % dkfrZosQ; dh ijkt;
iq:fy;k Nm osQ jaxiVy esa izLrqr lHkh u`R; izLrqfr;ka jkek;.k] egkHkkjr vFkok fdlh vU; iqjk.k ls xzg.k dh xbZ dFkkvksa ij vkèkkfjr 
gksrh gSA izklafxd lajpuk] gkykafd lzksr osQ dkj.k fHkUurk fy, gksrh gSa] bldk dkj.k gS&u`R;dyk lacaèkh vko';drk,aA mnkgj.k osQ fy,] 
efg"kklqj oèk esa dFkk Øe fuEu izdkj ls gSa %

(d) x.ks'k jaxLFky ij vkdj viuk ijkØe fn[kkrs gSaA fiQj dkfrZosQ; vkdj os Hkh viuk ijkØe iznf'kZr djrs gSaA

([k) Hkxoku f'ko vius okgu] uUnh cSy osQ lkFk vkrs gSa vkSj vius nksuksa iq=kksa dks vk'khokZn nsus osQ fy, ùR; djrs gSaA fiQj os pys tkrs gSaA

(x) efg"kklqj vkrk gS vkSj viuk ijkØe iznf'kZr djrk gSA x.ks'k mls lcd fl[kkus osQ fy, vkrk gS] ij mls jk{klh nSR; ijkftr dj nsrk gSA

(?k) dkfrZosQ; vius HkkbZ dh ijkt; dk cnyk ysus osQ fy, vkrs gSa] ij mUgsa efg"kklqj viekfur djrk gS vkSj ijkftr djosQ ckgj  
 fudky nsrk gSA

(Ä) var esa] nsoh nqxkZ vius okgu 'ksj ij lokj gks dj vkrh gSa] muosQ lkFk y{eh vkSj ljLorh nsoh Hkh gSaA

(p) nqxkZ nsoh vkSj efg"kklqj esa ;q¼ gksrk gSA efg"kklqj dh ijkt; gksrh gS vkSj og ekjk tkrk gSA

 u`R; izLrqfr dk pkSFkk dFkkØe bl fp=k esa izLrqr gSA

 

12. Purulia Chhau : Defeat of Kaartikeya

In the repertoire of Purulia Chhau, all the dance numbers are inspired by stories from the Ramayana, the 
Mahabharata or any of the Puranas. The episodic structure, however, differs from that of the source because of the 
choreographic requirements. For instance, in Mahisaasura-vadh the sequences are as follows :

(a) Ganesa comes into the arena and shows his prowess. Kaartikeya then comes and he too shows his prowess.

(b) Lord Siva comes with his vehicle, the Nandi bull, and dances to bless his two sons. He then makes his exit.

(c) Mahisaasura comes and shows his prowess. Ganesa comes to teach him a lesson but is defeated by the 
demonic titan.

(d) Kaartikeya comes to avenge the defeat of his brother but is humiliated by Mahisaasura who defeats him and 
drives him out.

(e) Finally comes goddess Durga on her vehicle, the lion, accompanied by Lakshmi and Saraswati.

(f) Fight between Durga and Mahisaasura. The latter is defeated and killed.

 The fourth sequence of the dance is seen here.
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13. iq:fy;k Nm % vgadkjh efg"kklqj
izR;sd ohj uk;d pfj=k] pkgs og vPNk gks ;k cqjk] og vuwBh Nykaxsa yxk dj 
vkSj vius ?kqVuksa ij vorfjr gks dj] vkØe.k'khy eqnzkvksa rFkk ijkØeh pkyksa 
}kjk viuk ijkØe vkSj ?ke.Mh LoHkko iznf'kZr djrk gS] fo'ks"kdj tc urZd 
'k=kq dks viekfur ;k ijkftr djus osQ ckn eap ij izos'k djrk gSA ;g fp=k] 
efg"kklqj }kjk dkfrZosQ; dks viekfur fd, tkus vkSj mls u`R; jax LFky ls ckgj 
fudkys tkus osQ i'pkr~ efg"kklqj dks vkØe.k'khy eqnzk esa iznf'kZr djrk gSA

efg"kklqj dh Hkwfedk dkiQh dfBu gS vkSj blfy, osQoy cgqr gh vuqHkoh 
urZdksa dks ;g Hkwfedk nh tkrh gSA tc rd urZd dks u`R; rduhd osQ lHkh 
Hkkxksa ij n{krk izkIr u gks] og bl Hkwfedk dks izHkko'kkyh <ax ls izLrqr ugha 
dj ldrkA

13. Purulia Chhau : Arrogant Mahisaasura

Every heroic character, whether he is good or evil, shows his 
prowess and haughty temperament by taking fantastic jumps 
and landing on his knees, aggressive postures, and walking in 
an arrogant manner, especially when the dancer takes his entry 
and after humiliating or defeating the enemy. The picture shows 
Mahisaasura in an aggressive posture after humiliating Kaartikeya 
and having driven him out of the dancing arena.

The role of Mahisaasura is quite difficult and therefore, only the 
very experienced dancers are given this role. Unless the dancer 
has mastery over all the departments of the dance techniques, he 
cannot play the role effectively.
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14. iq:fy;k Nm % ;q¼ Hkwfe esa nsoh
pwafd iq:fy;k Nm ewyr% ,d u`R; dh cgqr gh vkstLoh 'kSyh gS] vr% blosQ ijaijkxr jaxiV esa 
cgqr gh de L=kh pfj=k gSaA oqQN FkksM+s ls nsoh :i L=kh pfj=kksa esa ls nqxkZ] dkyh vkSj lhrk mYys[kuh; 
gSaA tcfd nqxkZ vkSj lhrk dh Hkwfedk fuHkkus okys ik=k] caxky dh L=kh leku lkM+h èkkj.k djrh gSa] 
dkyh ,d iq:"k dh os'kHkw"kk èkkj.k djrh gSaA LokHkkfod gS] dkj.k dkyh vR;ar ikS:"ks; u`R; xfr;ka 
izLrqr djrh gSa vkSj blfy, lkM+h iguus dk iz'u gh ugha mBrkA jk{klh L=kh pfj=k tSls rkM+dk ;k 
'kwiZ.k[kk Hkh lkM+h ugha igurh] oju~ iq:"k pfj=kksa osQ leku fo'ks"k ik;tkesa igurh gSaA (nsf[k, fp=k 
la- 4)A ;g fp=k iznf'kZr djrk gS fd vius ifjtu osQ lkFk u`R; jax LFky ij izos'k djus osQ ckn] 
nqxkZ jk{kl ls eqdkcyk djus osQ fy, vius okgu 'ksj ij lokj gks tkrh gSaA 'ksj dks okLrfod :i 
esa os'kHkwf"kr fd;k tkrk gSA nqxkZ vkSj efg"kklqj osQ chp ;q¼ esa 'ksj gh lokZfèkd lfØ; FkkA nqxkZ] 
lkM+h igu dj vkstLoh eqnzk,a izLrqr ugha dj ldrh] vr% osQoy oqQN gh u`R; xfr;ka] ij dbZ 
;q¼dkjh eqnzk,a izLrqr djrh gSaA efg"kklqj dk vkstLoh u`R; vkSj 'ksj dh dq'ky xfr;ka ;q¼ osQ n`'; 
dks ,d pje fof'k"Vrk iznku djrh gSaA

 

14. Purulia Chhau : The Goddess in the War Field

Since Purulia Chhau is basically a very vigorous style of dance there are very few 
female characters in its traditional repertoire. Of the few divine women characters 
Durga, Kali, and Seeta are worth mentioning. While Durga and Seeta wear saari 
like the women of Bengal, Kali wears almost a male costume. Obviously because 
Kali executes very virile dance movements and wearing a saari would be a 
hindrance. The demonic female characters like Taarakaa or Soorpanakhaa, also 
do not wear saari, but the typical trousers that male characters wear (see No. 4 of 
this package). After entering the dance arena with her retinue, Durga rides on her 
vehicle, the lion, to confront the demon. The lion is costumed rather realistically. It 
is the lion who is most active in the fight between Durga and Mahisaasura. Since 
Durga is wearing a saari she cannot do vigorous movements, but strikes many a 
belligerent posture. It is the vigorous dancing of Mahisaasura and the typical agile 
movements of the lion that impart to the fight scene a climactic character.

iq:fy;k Nm
Purulia Chhau

lkaLÑfrd lzksr ,oa izf'k{k.k osQUæ Centre for Cultural Resources and Training





15. iq:fy;k Nm % efg"kklqj oèk
fp=k esa ge ns[krs gSa fd nsoh nqxkZ us ,d ?kkrd f=k'kqy gkFk esa fy;k gS] tks efg"kklqj dh Nkrh Hksn nsrk gS] ftlls 
'kfDr'kkyh ij ikih 'kfDr dk cfg"dkj gks losQA tc ekjus dk vfHku; fd;k tkrk gS rc urZd bl izdkj ls eap ij 
vius LFkku xzg.k djrs gSa fd ,d izdkj dh >kadh izLrqr gks tkrh gSA fp=k esa] nqxkZ nsoh osQ izos'k osQ le; tks ifjtu 
u`R; jaxLFky esa vk,] mUgsa ns[kk tk ldrk gSA lcls ck;ha vksj x.ks'k fn[kkbZ ns jgs gSaaA fiQj ck;aha ls nk;ha vksj yky 
lkM+h igus gq, nsoh y{eh] 'ksj osQ Åij [kM+h nsoh nqxkZ] liQsn lkM+h igus ljLorh nsoh] nqxkZ nsoh dks f=k'kwy idM+k 
jgh gSa] efg"kklqj viuh ryokj ls nqxkZ nsoh ij izgkj djus dh ps"Vk dj jgk gS vkSj ,dne nkfguh vksj dkfrZosQ; gS] 
ftls efg"kklqj us jksd j[kk gSA jk{kl osQ vfrfjDr vU; lHkh ifjtu gSaA

nqxkZ dk vU; uke nlHkqtk gS] vFkkZr~ ^nl Hkqtk,saA bl ikSjkf.kd ewfrZdyk osQ fudV vkus osQ fy,] nsoh osQ ik=k dks 
ijrnkj ydM+h ls cuh vkB o`Qf=ke Hkqtk,sa yxkbZ tkrh gSaa yadk osQ jk{kl jktk & jko.k osQ chl gkFk FksA vr% mUgsa 
18 o`Qf=ke Hkqtk,sa iznku fd, tkrs gSaA (ns[ksa fp=k la- 7) pwafd eq[kkSVk fuekZrk] c<+bZ Hkh gSa vr% os gh bu o`Qf=ke vaxksa 
dks rS;kj djrs gSaA

 

15. Purulia Chhau : Mahisaasura is Killed

In this picture, we see that goddess Durga is taking the deadly trident which will pierce the chest 
of Mahisaasura to eliminate that powerful but demonic force. When the killing is enacted all the 
dancers take their positions in such a manner that a kind of tableau is formed. Almost the entire 
retinue that came into the dance arena at the time of Durga's entry can be seen in the picture. In the 
extreme left Ganesa is partially seen. Then from left to right are seen : goddess Lakshmi wearing 
red saari; goddess Durga standing on the back of the lion; goddess Saraswati wearing white saari 
and handing the trident to Durga; Mahisaasura trying to strike Durga with his sword; and on the 
extreme right is Kaartikeya, partially blocked by Mahisaasura. Except the demon the rest form the 
retinue.

The other name of Durga is Dasabhujaa, meaning 'ten-armed'. To come close to this mythological 
iconography the goddess is given eight artificial arms made of plywood. Ravana, the demon king 
of Lanka, had twenty arms. Therefore, he is given 18 artificial arms as can be seen in No. 7 of this 
package. Since the mask-makers are also carpenters, they make these artificial limbs.
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16. iq:fy;k Nm % jke ,oa y{e.k
iq:fy;k Nm osQ jaxiV ij jkek;.k ls izsfjr u`R; izLrqfr;ksa dh la[;k] egkHkkjr vFkok vU; fdlh ikSjkf.kd dFkk dh rqyuk esa vfèkd 
gksrh gSA 30 dFkkØec¼ u`R; izLrqfr;ka gksrh gSa tks egkdkO; dh eq[; dFkk dks izfr lfEefyr djrh gSaA dFkkØe] jktk n'kjFk }kjk ;qok 
lkèkq flUèkq dks vutkus esa gh ekj Mkyus osQ izlax ls vkjaHk gksrk gSA vafre vFkkZr~ rhlosa izlax esa v;ksè;k esa jke osQ jktfryd dks izLrqr 
fd;k tkrk gSA ,d gh jkr esa lHkh rhl izlaxksa dks izLrqr djuk laHko ugha gS] vr% bUgsa nks liQy jkrksa esa izLrqr fd;k tkrk gSA igyh jkr] 
dk;ZØe izLrqfr] jke vkSj lhrk osQ fookg dks iznf'kZr djrh u`R; izLrqfr ls lekIr gksrh gSA gkykafd] ;fn jkek;.k osQ lHkh izlaxksa dks ,d 
gh jkr esa izLrqr djuk gS rks de egRo j[kus okys dFkka'kksa dks izLrqr ugha fd;k tkrkA dk;ZØe izLrqfr jke }kjk jko.k dks ekjs tkus osQ 
izlax dks iznf'kZr fd, fcuk lekIr ugha gks ldrhA

;g vko';d gS fd izFke dk;ZØe izLrqfr ogh gksxh ftlesa Hkxoku x.ks'k ,d vfHkusrk :i esa izLrqr gksaxsA bl izLrqfr osQ ckn] vDlj 
dFkkØe esa jkek;.k dh izLrqfr dh tkrh gSA

d- y{e.k dks rS;kj dj fn;k x;k gS rFkk os'kHkwf"kr dj vafre :i fn;k tk jgk gSA vkSj ,d vU; urZd rS;kj gksdj os'kHkw"kk èkkj.k dj 
eq[k ij eq[kkSVk yxk;k tkus osQ fy, bartkj dj jgk gSA

[k- jke dh Hkwfedk fuHkkus okyk urZd iwjh rjg os'kHkw"kk èkkj.k dj rS;kj gS vkSj viuh ckjh vkus dh izrh{kk dj jgk gSA

 

16. Purulia Chhau : Rama and Lakshmana

In the repertoire of Purulia Chhau, dance numbers inspired by the Ramayana outnumber those inspired by either 
the Mahabharata or any other pauranic work. There are 30 sequential dance numbers that cover the main story 
line of the epic. The sequence begins with the episode of the accidental killing of the young ascetic Sindhu by King 
Dasaratha. The last episode, that is, the thirtieth episode, is the coronation of Rama in Ayodhya. It is not possible to 
present all the thirty episodes in one night. Therefore, they are performed in two sucessive nights. On the first night 
the performance ends with the dance number depicting the marriage of Rama and Seeta. If, however, Ramayana 
numbers are to be performed in one night, less important numbers are left out. The performance however cannot 
end without presenting the number that depicts the killing of Ravana by Rama.

It is obligatory that the first presentation has to be a number that has Lord Ganesa as one of the dramatis personae. 
After this number, usually the Ramayana numbers are performed sequentially.

A. The finishing touches are being given to Lakshmana's costume and another dancer after wearing the costume  
    is waiting for the mask to be put on his face.

B. The dancer to play the role of Rama is shown fully dressed and ready to perform.
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17. iq:fy;k Nm % fo'okfe=k lfgr jke vkSj y{e.k
jkek;.k osQ dFkkØe esa jke vkSj y{e.k }kjk rkM+dk jk{klh dks ekj Mkyus dh ?kVuk lkroha izLrqfr esa gSA blls igys okys dFkkØe esa 
fo'okfe=k n'kjFk osQ njckj esa tkrs gSa vkSj riL;k dj jgs ½f"k;ksa dks lc izdkj ls ijs'kku dj jgs jk{klksa dk fuokj.k djus osQ fy, jktk 
ls jke vkSj y{e.k dh lsok,a iznku djus dh fourh djrs gSaA lkroha u`R; izLrqfr esa vkjaHk esa jke vkSj y{e.k viuh ohjrk vkSj ijkØe 
fn[kkrs gSa rkfd fo'okfe=k dks fo'okl gks losQ fd nksuksa mu jk{klksa dks ekjus esa l{ke gSa tks rifLo;ksa dh riL;k djus osQ LFkkuksa ij 
vkØe.k djrs gSaA

fp=k esa] jke vkSj y{e.k dks gok esa Åaps dwnrs gq, ns[kk tk ldrk gSA ;g iq:fy;k Nm dh fof'k"V xfr gSA pwafd psgjs ij eq[kkSVk yxk 
gksrk gS] vr% urZd osQoy 'kjhj dh xfr;ksa }kjk vius Hkko O;Dr dj ldrk gSA tc Hkh dksbZ urZd] fo'ks"kdj og urZd tks uk;d pfj=k 
dks izLrqr djrk gS] fiQj pkgs og vPNk gks ;k cqjk] og vius ijkØe vFkok Øksèk ;k ohjrk dks iznf'kZr djus osQ fy, gok esa Åaps dwnrk 
gS vkSj vfèkdrj vius ?kqVuksa osQ cy ij uhps vkrk gSA dHkh&dHkh og gok esa Hkh ?kwe tkrk gS vkSj fiQj ?kqVuksa osQ cy ij uhps vkrk 
gSA ;g eqnzk fujiokn :i ls dykckth ls iw.kZ gS] ij ijkØeh 'kSyh esa dykckth dk rRo iq:fy;k Nm osQ u`R; osQ lkSUn;Zijd izLrqfr esa 
o`f¼ djrk gSA

 

17. Purulia Chhau : Rama and Lakshmana with Viswamitra

In the Ramayana sequence this is the seventh number in which Rama and Lakshmana kill demoness Taarakaa. 
In the previous sequence Viswamitra goes to the court of Dasaratha and requests the king to lend the services of 
Rama and Lakshmana for liquidating those demonic beings who are creating all sorts of trouble for the meditating 
ascetics. The seventh dance number begins with Rama and Lakshmana showing their valour and prowess so that 
Viswamitra will be convinced that the two are capable of exterminating the demons who infest the places where 
ascetics meditate. 

In the picture, you see Rama and Lakshmana taking high jumps in the air. This is a typical movement in Purulia 
Chhau. Since the face is masked the dancer can be expressive only through the movement of the body. When a 
dancer, especially the one that portrays a heroic character, be it good or evil, wants to express valour or anger or 
display his prowess he jumps high into the air and comes down often on his knees. At times, he takes a turn while in 
the air and then comes down on the knees. This is no doubt acrobatic in character, but in a vigorous style of dance 
as Purulia Chhau, the acrobatic element enhances the aesthetic appeal.
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18- iq:fy;k Nm % rkM+dk osQ lkFk ;q¼

;g iwoZ izLrqr fp=k (la- 17) osQ gh lanHkZ esa gSA ;gka jk{klh rkM+dk dks jke vkSj y{e.k ls eqdkcyk 
djrs ns[kk tk ldrk gSA ;g u`R; izLrqfr rkM+dk dks ekj dj lekIr gksrh gSA ½f"k fo'okfe=k Hkh 
bl izlax esa mifLFkr gSa] ij os fp=k esa fn[kkbZ ugha ns jgs gSaA

;gka ij jk{klh dh os'kHkw"kk è;ku nsus ;ksX; gSA rkM+dk ,d L=kh pfj=k gS] ij mlus nsoh nqxkZ osQ 
leku lkM+h ugha iguh gSA (ns[ksa fp=k la- 14 vkSj 15) mlus iq:"k pfj=kksa (ns[ksa fp=k la- 4) }kjk 
igus tkus okys fof'k"V ik;tkes dh tksM+h igu j[kh gSA lHkh jk{klh pfj=k ,sls ik;tkes igurs gSaaA 
nsfo;ksa esa] osQoy dkyh gh ,sls ik;tkes èkkj.k djrh gSa] ckdh pfj=k lkM+h igurh gSaA bl ckr ls gh 
;g ekuk tk ldrk gS fd ftu L=kh pfj=kksa dks ijkØerk ls iw.kZ u`R; djuk gksrk gS] mUgsa ik;tkes 
iguk, tkrs gSa] pkgs fiQj og nsoh pfj=k gks ;k nq"V pfj=k gks] D;ksafd lkM+h iguus ij L=kh pfj=k 
ijkØerk ls iw.kZ xfr;ksa dks izLrqr ugha dj ldrkA

 

18. Purulia Chhau : Fight with Taarakaa

It is the continuation of No. 17 of this package. Here the demoness Taarakaa is 
seen confronted by Rama and Lakshmana. The dance number ends with the 
killing of Taarakaa. Rishi Viswamitra is there but is not seen in the picture.

The costume of the demoness is worth noting here. Although Taarakaa is a female 
character, she is not wearing a saari like goddess Durga (see Nos. 14 and 15 
of this package). She is wearing a pair of typical trousers as worn by the male 
characters (as in No. 4 of this package). All the demoness characters wear such 
trousers. Among the goddesses only Kali wears such trousers, the others wear 
the saari. From this it may be presumed that those female characters who are 
required to dance vigorously are costumed with trousers, be they divine or evil, 
because the saari does not allow the dancer to perform vigorous movements.
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19. iq:fy;k Nm % lhrk Lo;aoj esa jko.k
u`R; izLrqfr;ksa osQ jkek;.k dFkkØe esa vkBoha izLrqfr esa lhrk osQ fookg ls tqM+h gqbZ ?kVukvksa dh J`a[kyk,a iznf'kZr gSaA 
?kVukvksa dh lajpuk] okYehfd fyf[kr ewy laLo`Qr jkek;.k dk ugha] oju~ caxkyh esa egkdkO; dks izLrqr djrs le; 
caxkyh :ikarj osQ ys[kd o`Qfrckl us blesa oqQN lkexzh tksM+h vkSj ifjorZu Hkh fd,A mnkgj.kkFkZ] okYehfd Lo;aoj lHkk 
dk mYys[k ugha djrsA bl jkek;.k esa tud dh izfrKk dk ftØ gS fd tks Hkh Hkxoku f'ko osQ èkuq"k dh èkuqrkj dks 
ckaèksxk] mldk lhrk ls fookg gksxkA fofHkUu le;ksa ij cgqr ls jktkvksa vkSj jktoqQekjksa us èkuqrkj dks ckaèkus dk iz;Ru 
fd;k] ij lHkh vliQy jgsA jko.k osQ èkuqrkj dks ckaèkus dk dgha mYys[k ugha gSaA o`Qfrckl jkek;.k esa] lhrk Lo;aoj 
dks ukVdh; :i esa of.kZr fd;k x;k gSA bl caxkyh :ikarj osQ vuqlkj] jko.k lfgr dbZ jktk vkSj jktoqQekj] lhrk 
Lo;aoj dh bl lHkk esa vk,A vU; lHkh osQ leku jko.k Hkh èkuq"k dks mBkus esa vliQy jgk rFkk mlus èkuqrkj dks 
ugha ckaèkkA

d- jko.k dks Lo;aoj lHkk esa izos'k djrs ns[kk tk ldrk gSA

[k- jko.k Hkxoku f'ko osQ èkuq"k dks mBkus osQ fy, dM+h dksf'k'k dj jgk gSA jktk tud dkSrwgyrkiwoZd ns[k jgs gSaA

 

19. Purulia Chhau : Ravana in Seeta-Swayamvara

In the Ramayana sequence of dance numbers, the eighth depicts the series of events connected 
with the marriage of Seeta. The episodic structuring does not follow the original Sanskrit Ramayana 
written by Valmiki, but the Bengali version written by Kritibaasa who has made additions and 
alterations while rendering the epic in Bengali. For instance, Valmiki does not mention about the 
swayamvara-sabhaa. In this Ramayana there is mention of the vow of Janaka that whoever can 
tie the bowstring of the bow of Lord Siva, will be married to Seeta. Many kings and princes came 
at different times to try if they can tie the bowstring, but all failed. There is no mention that Ravana 
also tried. In the Kritibaasa Ramayana, Seeta-swayamvara has been described dramatically. 
According to this Bengali version, many kings and princes, including Ravana, came to this assembly 
(sabhaa) of Seeta's swayamvara. Like all, Ravana too was unable to lift the bow let alone tying the 
bowstring.

A. Ravana is seen entering the swayamvara-sabhaa.

B. Ravana is trying hard to lift the bow of Lord Siva. King Janaka is watching anxiously.
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20. iq:fy;k Nm % jke dks èkuqrkj cka/us osQ fy, dguk
izLrqr fp=k jkek;.k dFkkØe esa vkBoha u`R; izLrqfr dk gh gSA igys osQ fp=k esa geus ns[kk fd jko.k Hkxoku f'ko osQ 
fo'kky èkuq"k dks mBkus dh dM+h dksf'k'k dj jgs gSaA tc jko.k tSlk jk{kl Hkh èkuq"k dks mBkus esa vliQy jgk] rc jktk 
tud cgqr fujk'k gks x,] dkj.k mUgksaus lkspk fd dksbZ Hkh èkuqrkj ugha ckaèk ldrk vkSj ,slk gksus ij lhrk vktUe dqaokjh 
gh jg tk,xhA ½f"k fo'okfe=k us jktk tud dh ijs'kkuh dks le> dj jke ls èkuqrkj dks ckaèkus ds fy, dgkA

fp=k esa ge ns[k ldrs gSa % (ck;sa ls nk;sa) ½f"k fo'okfe=k jke dks Hkxoku f'ko osQ èkuq"k dh èkuqrkj ckaèkus osQ fy, 
dg jgs gSaA ogka jke] y{e.k vkSj jktk tud mifLFkr gSaA ik'oZ esa Hkxoku f'ko dk èkuq"k gSA

½f"k fo'okfe=k dk vkgk;Z Bhd ugha gSA og ,d iq:"k pfj=k gSa ij mUgksaus fp=k esa] vU; ik=kksa dh Hkkafr ik;tkes dk 
tksM+k èkkj.k ugha fd;k gS] mUgksaus caxkyh iq:"k dh Hkkafr èkksrh iguh gqbZ gSA fiQj] mUgksaus eq[kkSVk èkkj.k fd;k gS] ij 
'kh"kZ Vksi ugha gSA vr% ;g Li"V gS fd de egRo okys ik=k] ;fn os u gh uk;d gksa u gh jk{klh pfj=k gksa] mudh 
eq[k lTtk ugha dh tkrh] osQoy eq[kkSVk iznku fd;k tkrk gSA

 

20. Purulia Chhau : Rama is asked to Tie the Bowstring

This picture, is also of the eighth dance number in the Ramayana sequence. In No. 19 of this 
package, you have seen that Ravana is trying hard to lift the huge bow of Lord Siva. When a titan 
like Ravana failed even to lift the bow, King Janaka became very depressed because he thought 
that none can tie the bowstring. In that case, Seeta will remain unmarried throughout her life. 
Rishi Viswamitra, understanding the anxiety of King Janaka asked Rama to try if he can tie the 
bowstring.

In this picture you see, (from left to right) Rishi Viswamitra asking Rama to try and tie the bowstring 
of the bow of Lord Siva, you can also see Lakshmana and King Janaka. In the foreground is the 
bow of Lord Siva.

The aahaarya (make-up and costume) of Rishi Viswamitra is worth noting. Although he is a 
male character he is not wearing a pair of trousers like the others, but a dhoti, like any Bengali 
gentleman. Again, he is wearing a mask, but there is no headgear. It is therefore evident that minor 
characters, if they are neither heroic nor demonic, are given realistic aahaarya with the exception 
of the mask.
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21. iq:fy;k Nm % jke /uq"k mBkrs gq,

jkek;.k osQ dFkkØe dh vkBoha u`R; izLrqfr esa ;g cgqr gh ukVdh; {k.k gSA n'kZd igys ls gh 
dgkuh tkurs gSa] fiQj Hkh cqf¼eku O;fDr }kjk fyf[kr iqjk.kdFkk dh ,slh 'kfDr gS fd pkgs yk[k 
ckj Hkh lqukbZ tk,] ;g dFkk viuk vkd"kZ.k ugha [kksrhA tc jke èkuq"k osQ fudV vkrs gSa] rc lc 
n'kZd lkal jksd dj bartkj djrs gSa fd u tkus vc D;k gksxkA tc os èkuq"k mBkrs gSa] rc n'kZd 
jkgr eglwl djrs gSa] izlUu gksrs gSaA ½f"k fo'okfe=k cgqr izlUu gSa vkSj os nksuksa gkFk mBk dj 
jke dks vk'khokZn nsrs gSaA

bl ukVdh; {k.k ij] laxr esa fn;k tkus okyk laxhr vkd"kZ.k dks vkSj c<+krk gSaA ;g ,slh fLFkfr 
gS] tgka vfèkd xfrfofèk ugha gS] ij fiQj Hkh okrkoj.k ukVdh; izcyrk ls ifjiw.kZ gSA ,sls iyksa esa] 
vDlj] <ksy oknd <ksy osQ y;kRed cksyksa dks cksyrk gS] vkSj ogh y;kRed va'k ctkrk gSA ;g 
fujkykiu gLr{ksi ugha gS] oju~ blls ukVdh; vkd"kZ.k esa o`f¼ gksrh gSA

 

21. Purulia Chhau : Rama Lifts the Bow

It is a very dramatic moment in the eighth dance number of the Ramayana 
sequence. The audience already know the story, yet such is the power of a myth 
created by a genius that even if told a million times the story does not lose its 
appeal. When Rama comes near the bow, the entire audience wait with bated 
breath; What will happen! When he lifts the bow, the audience feels much relieved. 
Rishi Viswamitra is happy and blesses Rama raising both his hands.

At this dramatic moment, the accompanying music covertly enhances the appeal. 
It is a situation when there is not much of activity, yet the atmosphere is charged 
with dramatic intensity. At such moments, more often than not, the dhol (barrel-
shaped drum) player recites the rhythmic syllables of the drum while playing the 
same rhythmic passage. Strangely, it does not jar on the ears but heightens the 
dramatic appeal.
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22. iq:fy;k Nm % egku /uq"k dk VwVuk
jkek;.k osQ dFkkØe dh vkBoha u`R; izLrqfr dh mPp ukVdh; voLFkk py 
jgh gSA igys fp=k (la- 21) esa ge ns[krs gSa fd jke us Hkxoku f'ko osQ egku 
èkuq"k dks mBk fy;k gSA vc os èkuqrkj dks dl dj j[kus dh ps"Vk djrs gSa] jke 
}kjk yxk, x, vfèkd tksj osQ dkj.k èkuq"k nks VqdM+ksa esa VwV tkrk gS] foHkDr gks 
tkrk gSA fp=k esa ck;sa ls nk;sa ge ns[k ldrs gSa % jke us VwVs gq, èkuq"k dk ,d 
vkèkk fgLlk idM+k gqvk gS vkSj nwljk vkèkk fgLlk T+kehu ij iM+k gSA y{e.k 
vkSj tud osQ chp ,d jktoqQekj gS] tks èkuq"k dks rksM+us esa vliQy gks x;k 
Fkk vkSj ,d <ksy oknd dks ns[kk tk ldrk gS tks ;g ugha ns[krk fd u`R; 
jaxLFky ij D;k gks jgk gS] dkj.k og lc oqQN tkurk gSA <ksy oknd n'kZdksa 
dh vksj ns[k dj tks'k osQ lkFk <ksy ctkdj vius <ksy laxhr osQ tknw ls bl 
pje fLFkfr osQ ukVdh; izHkko dks c<+k jgk gSA

22. Purulia Chhau : The Great Bow is Broken

The highly dramatic moment of the eighth dance number of the 
Ramayana sequence continues. In No. 21 of this package we see 
that Rama has lifted the great bow of Lord Siva. When he tries to 
pull the bowstring taut, under the tremendous pressure exerted by 
Rama, the bow breaks into two. In the picture from left to right are 
seen : Rama holding one half of the broken bow and the other half 
lying on the ground between Lakshmana and Janaka; a prince 
who failed; and the dhol player who does not see what is going on 
in the dance arena, since he knows the scene by heart. Looking 
at the audience he is playing his dhol enthusiastically to enhance 
the dramatic intensity of this climactic situation through the magic 
of his drum music.
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23. iq:fy;k Nm % jke vkSj lhrk dk fookg
;g fp=k Hkh jkek;.k osQ dFkkØe dh vkBoha u`R; izLrqfr dk gSA ;gka ge ns[krs gSa fd lhrk jke dh 
vksj ojekyk igukus osQ fy, c<+ jgh gSa] vFkkZr~ og ekyk ftlls ,d yM+dh ,d ;qod dks vius ifr 
osQ :i esa Lohdkj djrh gSA dHkh&dHkh ;qod Hkh ;qorh dks viuh iRuh osQ :i esa Lohdkj djus osQ 
fy, blh izdkj dh ekyk igukrk gSA Lo;aoj esa osQoy oèkq gh ekyk igukrh gSA pwafd ;qod lHkk esa 
yM+dh dks viuh iRuh osQ :i esa ikus dh bPNk osQ lkFk vk;k gSA ;gka] blhfy, osQoy lhrk gh jke 
dks ekyk iguk jgh gSA

vfèkdrj lewg bl izLrqfr dks lhrk osQ lkFk vkjaHk ls izLrqr djrs gSaA oqQN lewg lhrk dk] jke }kjk 
Hkxoku f'ko dk egku èkuq"k rksM+us osQ ckn n`'; esa izos'k djrs gSaA

;fn jkek;.k osQ dFkkØe dks nks liQy jkrksa esa izLrqr fd;k tkuk gS rks ;g igyh jkf=k dh izLrqfr dh 
vafre u`R; izLrqfr gSA oqQN lewg ij'kqjke dh ijkt; dks iznf'kZr djrh ukSoha u`R; izLrqfr dks vkBoha osQ 
lkFk feyk nsrs gSa] ij oqQN ,slk ugha djrsA

 

23. Purulia Chhau : Marriage of Rama and Seeta

This picture too, is of the eighth dance number of the Ramayana sequence. Here we 
see that Seeta is going towards Rama to offer the vara-maalaa, meaning the garland 
with which a girl signifies her acceptance of a young man as her groom. At times, the 
man also offers a similar garland to signify his acceptance of her as the bride. But in a 
swayamvara only the bride offers the garland, since the man has come to the assembly 
wishing to have the girl as his wife. Here, therefore, only Seeta offers the garland to 
Rama.

Most of the groups perform this number with Seeta in the scene right from the beginning. 
A few groups bring Seeta into the scene after Rama has broken the great bow of Lord 
Siva.

If the Ramayana sequence is to be performed in two successive nights, then this is the 
concluding number of the first night. Some groups merge the ninth number depicting 
the defeat of Parasuram with the eighth, but others do not.
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24. iq:fy;k Nm % ij'kqjke dh ijkt;
jkek;.k dh izLrqfr;ksa osQ dFkkØe esa] jke }kjk ij'kqjke dks ijkftr fd;k tkuk] oqQN lewgksa }kjk ukSoha 
u`R; izLrqfr osQ :i esa izLrqr fd;k tkrk gSA oqQN lewg] vfèkdrj ckxeqaMh {ks=k esa] bl izlax dks vkBoha 
izLrqfr osQ lkFk gh izLrqr djrs gSaA njvly] os bls vyx izLrqfr ugha ekurs ij vkBoha izLrqfr dk vafre 
Hkkx ekurs gSaA os jke osQ ouokl esa tkus osQ izlax dks ukSoha u`R; izLrqfr osQ :i esa izLrqr djrs gSaA tc 
ij'kqjke dh ijkt; dk izlax vkBosa Øe esa gksrk gS] tSlk fd fp=k esa Li"V gS] ij'kqjke u`R; jaxLFky ij 
vius iwjs tks'k osQ lkFk] jke vkSj lhrk osQ fookg lekjksg osQ lekIr gksus osQ rqjar ckn izos'k djrs gSaA 
ij'kqjke vfr ozqQ¼ gSa D;ksafd jke us Hkxoku f'ko osQ èkuq"k dks rksM+ fn;k gSA ,d izdkj ls ;g Hkxoku 
f'ko osQ fy, vieku gS] ftUgsa ij'kqjke vius oqQy dk izèkku nsork ekurs gSaA jke vius nSoh nhfIr vkSj 
ijkØe ls ij'kqjke dks ijkftr djrs gSaaA pwafd bl izlax esa dkiQh ukVd rRo dk lekos'k gS] ;g vkBoha 
izLrqfr dks mi;qDr ,oa vafre :i iznku djrk gSA vU;Fkk jke vkSj lhrk osQ fookg lekjksg dh ukV~; 
izLrqfr esa ,slh vfèkd eqnzk,a ugha gSa] ftUgsa Nm 'kSyh esa ukVdh; cuk;k tk ldsA

 

24. Purulia Chhau : Parasuram is Overpowered

In the sequence of the Ramayana numbers, defeat of Parasuram in the hands of Rama 
is performed by some groups as the ninth. Some groups, mostly in the Bagmundi area, 
perform this episode together with the eighth number. In fact, they do not consider it 
as a separate number, but concluding part of the eighth. They present the episode of 
Rama going to the exile as the ninth number. When the episode of Parasuram's defeat 
is in the eighth number, as is suggested by this picture, he enters into the dancing arena 
with great fury just after the marriage ceremony of Rama and Seeta is over. Parasuram 
is furious because Rama has broken the great bow of Lord Siva. In a sense this is a 
humiliation for Lord Siva, whom Parasuram holds with great respect as the presiding 
deity of his clan. Rama with his divine effulgence and valour overpowers Parasuram. 
Since there is a good deal of drama in this spisode, it provides a befitting finale to the 
eighth number. Otherwise in the enactment of the marriage ceremony of Rama and 
Seeta there is not much movement which can be made dramatic in the Chhau style.
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