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Scheme for “Safeguarding the Intangible Cultural Heritage and Diverse
Cultural Traditions of India”

Form for National Inventory Reqister of Intangible Cultural Heritage of India

A. Name of the State: JHARKHAND

B. Name of the Element/Cultural Tradition (in English): SERAIKELLA CHHAU
DANCE

B.1. Name of the element in the language and script of the community
Concerned, if applicable : ODIYA.

C. Name of the communities, groups or, if applicable, individuals concerned
(Identify clearly either of these concerned with the practice of the said
element/cultural tradition): ODIYA COMMUNITY, SRI KEDAR ART CENTRE

D. Geographical location and range of the element/cultural tradition (Please write
about the other states in which the said element/tradition is
present:JHARKHAND, BENGAL, ODISHA.

E. Identification and definition of the element/cultural tradition of the India

(Write “Yes” in one or more boxes to identify the domain(s) of intangible
cultural heritage manifested by the element. If you tick ‘others’, specify the
domain(s) in brackets.)

I. ( ) oral traditions and expressions, including language as a vehicle
of the intangible cultural heritage

i ( V') performing arts
iii. ( V) social practices, rituals and festive events

iv. ( V¥ ) knowledge and practices concerning nature and the universe
V. ( \ ) traditional craftsmanship
Vi. other(s) ( )

F. Provide a brief summary description of the element that can introduce it to
readers who have never seen or experienced it.: It is a very old traditional
dance form connected with very rich local rituals. It was originated at
Seraikella, it was modified, choreographed and given the modern shape
by Late Bijay Pratap Singhdeo and many other sung and unsung
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artististes, Gurus contributed a lot for the development of this age old
art form. It is a mask dance and unique in style.

. Who are the bearers and practitioners of the element/Cultural Traditions?
Are there any specific roles or categories of persons with special
responsibilities for the practice and transmission of it? If yes, who are they
and what are their responsibilities? Sri Kedar Art Centre, Sri Kalapith,
Govt. Chhau Dance Centre, Sri Ganesh Performing Chhau Centre,
Acharya Chhau Bichitra, all are at Seraikella.

. How are the knowledge and skills related to the element transmitted today?
By training and teaching young boys, girls by different groups and

school of Chhau dance.According to Guru-Shishya Parampara.

What social functions and cultural meanings do the element/cultural tradition
have today for its community?: it is based on religious sentiments and
culturally it is important because it is a entertaining and informative.

Is there any part of the element that is not compatible with existing
international human rights instruments or with the requirement of mutual
respect among communities, groups and individuals, or with sustainable
development? l.e. describe any aspect of the element/cultural tradition that
may be unacceptable to Law of the country or may be in opposition to
practicing community’s harmony with others. No.

. Your Project’s contribution to ensuring visibility, awareness and encouraging

dialogue related to the element/cultural tradition.: try to make a syllabus,
and to maintain its originality, beautifulness and purity.

Information about the safeguarding measures that may protect or promote the
element/cultural tradition

a. (Write “Yes” in one or more boxes to identify the safeguarding measures
that have been and are currently being taken by the communities, groups
or individuals concerned)

I. ( ) transmission, particularly through formal and non-formal
education

. ( ) identification, documentation, research
i, ( V) preservation, protection

iv. ( V') promotion, enhancement

V. () revitalization

b. Write about the measures taken at local, state and national level by the
Authorities to safeguard the element/cultural tradition? : On national level
Sangeet Natak Academy, New Delhi given a few project and state
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Govt. Giving training. And on local level private organization giving
training.

M. Write about the threats, if any, to the element/cultural tradition related
to its practice, visibility and future longevity. Give facts and relevant
reasons based on the current scenario. The Apathy of the local and
state authorities to this form of cultural tradition is the factor that
the young generation is not being attracted to and there is no
bright prospect of the artistes those who practice the cultural
tradition. Written syllabus only can preserve this art form. Not
having written syllabus is the major threat for this art form.

N. Safeguarding measures proposed

(This section should identify and describe safeguarding measures to protect
and promote the element/cultural tradition. Such measures should be
concrete and can be implemented to formulate future cultural policy for
safeguarding and promoting the element/cultural tradition in the state) The
authorities should come forward and provide many opportunities for the
artites and practitioners of this art/ cultural tradition. They should be
financially helped so that they can continue to preserve and protect this
cultural tradition. Massive training of young artistes and making them
aware of this invaluable cultural heritage.

O. Community Participation

(Write about the participation of communities, groups and individuals related
to the element/cultural tradition in formulation of your project): Kumbhakar,
kansari, Mukhi, Gudia, Rajput, Brahmin, Karna, Mahato etc. Sri
Radhakant Pattanayak (Traditional Artiste, Exponent), Guru Sri Ganesh
Chandra Mahato, Costumes and Ornaments Sri Ajay Kumar Sahu,
Traditional Mask Maker Sri Sushanta Kumar Mahapatra, Kush Kumar
Karua, Vinand Rakhal Das, Guru Prasad Baskey, Guru Charan Mahato,
Bahadulla Kumbhakar, Mansa Singh Modak, Rahul Mishra,etc.
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P. Concerned community organization(s) or representative(s)

(Provide detailed contact information for each community organization or
representative or other non-governmental organization that is concerned with
the element such as associations, organizations, clubs, guilds, steering
committees, etc.)

i. Name of the entity

ii. Name and title of the contact person

iii. Address

iv. Telephone number

v. E-malil

vi. Other relevant information

Name of the | Name & title | Address Telephone e-mail ID
Entity of the contact no.
person
Sri Ganesh | Guru Sri Ward no- | 09234413155 | mahatoganeshchandra
Chhau Ganesh 5,(old) ,
Performing | Chandra new-8 @gmail.com
Centre Mahato, _
Seraikella,
Jharkhand
Sri Ram Vinand Bara 09263468375 | Vinanddas
Pathagar Rakhal Das, | Gamharia, . )
bagan 09572578375 | @rediffmail.com
Secretary para,
Seraikella,
Jharkhand

Q. Give information of any Inventory, database or data creation centre
(local/state/national) that you may be aware or of any office, agency,
organisation or body involved in the maintenance of the said inventory etc. Sri
Kalapith, Seraikella, National level Sangeet Natak Academy, New Delhi,

Govt. Of Jharkhand, Sri Kedar Art Centre,

R. Principal published references or documentation available on the
element/cultural tradition: magazine of the art (Marg) Chhau Dance of
Seraikella, Edited by, Dr. Sunil Kothari. 1968 (Marg Publication, Army
And Navy Building, Fort Mumbai.
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1t Report (6 Months ) a Training Programme of (ICH scheme 2015-16)
By Guru Malay Kumar Sahu

Contents
S| no. Subject Pge no. Photo no.
1. Dharan 1to5 7 Photograph
2. Brief introduction about serikella 6 to 10 No Photograph
Chhau dance technique
3. Uphalaya, Ufli diya, jJump etc 11t0 20 20 Photographs
4. Chali (Step or walk) 21to 24 7 Photographs
5. Bhangi (expression) 2510 34 17 Photographs
6. Process of training 35to 37 No Photograph
7. Conclusion 38 No Photograph
8. Synopsis of ardhanarishwar dance 39044 10 Photographs
and expression

9. A photo of (director guru mlay 45 1 Photograph

kumr sahu)
10. A interview with guru radha kant 46 1 Photograph

pattanayak
11. A interview with guru ganeh 47 1 Photograph

Chandra mahato
12. Musician of sri kedar art center 48 1 Photograph
who | support make this

document.

13. Seraikella rear & beautiful chhau 49 t0 62 9 Photographs
mask
14, Form for national inventory 63 to 67 No Photograph
register of intanibel cultural
herigate of India.
15. Some old article about seraikella 68 to 72 No Photograph
chhau dance.

16. The seraikella chhau dance map 73 Photograph




Hansa Gati



Lazza ( Expression of Shyness)
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Bichada (Sefration)
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Mayur Gati



Jwar (Wave- Saagar Dance)



Jwar (Wave- Saagar Dance)
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CONCLUSION AND MY PERSONAL VIEW

In Seraikella Chhau Dance Mask is the beautiful and highly stylish

worne on the face. The Dance is Completely transformed by this associa-
tion with mask. Seraikella Chhau mask are the focal point of Chhau Dance.
In them are concentrarte the peculier and particulr moods (Bhava) or themes
of the dance facial expression(Mukhabhinaya) is absent, but through body
movement which product is the totally of human feeling relevent to differ-
ent themes symbolical body movements (Angikabhinaya) expressed
throughout the seraikella Chhau Mask. The wearing (Chhau artist) of the
causes the dancer to loose its own identity, transforming into own imper-
sonal being and humane and unversal is visible. Bharat Muni in his Natya
Shashtra ennumerate 108 Nritya karana, in seraikella Chhau dance these
are known as uphli or Upalayas.

I have already submitted about process of traning in the ICH SCHEME
-2014-15. But The a syllabus on Seraikella chhau is highly essential other-
wise the purity of this dance will be extinct very soon.

BY BHARAT MUNI - SHABDA KALPA DRUMO

The gestures for suggesting a mood & sentiment where based on the
rhythm is called dance. Or in the other words the dance is rhythm and
gestures for suggesting mood and sentiments. The dance becomes of
two kinds :- Tandava nad lasya, the dance of violent and vigorous from
based on violent and existance leg and body movement for suggesting,
furious, heroic, terrible and and odious sentiments and moods of anger,
energy, fear anddegustis called Tandava and graceful of lenient by move-
ment & gestures for suggesting erotic, comic, pathetic & peace, the mood
of love, laughter, sorrow and quitetedness is called lasya.

There are two types of Tandava dance : - Such as “"Pebali” & Bahurupam”.

The dance formed by extensive leg and body movement which does not
give any expression to any mood & sentiment are called “ Pebali” and the
dance based on violent and extensive leg and body movement with slay-
ing and cutting piercing of sword and other weapons is called
“Bahurupam”.



FRUULDD U LKALNING U DEKAIKELLA
CHHAU DANCE

After preliminaries “Dharana” (Dharana is the first basic standing posture of
pharikhanda left leg is forward, right leg is backward. The face is up, the chest is
extended, in left hand shield, in right hand sword) is practices i.e. the stand style in the
dance at the beginning. Then they are taught gaits and different poses and stepping
in harmony with drum beatings nad metres. Before entering the field of dance - all are
well trained in these movements and gaits. The lowly aged children are imparted
training in groups in “Hare-Bishnu" or of “Khene-khene Gopal” or “Madan Gopal”,
and their defects or commitments are corrected. Such children are separated and
they are again trained up with more vigour and vigilance. The aged ones after ones
after preliminary stepping and bending are round are wide gaits are led straight to
participate in dance items to learn the same with the experts. This rehearsal contin-
ves for days and months ill they are able to dance it themselves. Thus they cotinue to
practice and learn both duets and other single items. After this, mask wearing is prac-
tised and with masks they begin to re-hearse one after another. This process goes on

for several months till the target is reached.

The dancers then display their debuts with masks and ringlets before the in-
structors and Gurus who look in their stepping, gaits and harmonious movements
and expose the faults if any. Thus the dance performance are

refined after healthy cricism. The following diagram will show the entire

structure :-
Gaits Heal
PREMINARIES SOUND FOOTING Motions Hands
Bendings Fools
Final +———1 MIDDLE +— | ITEM 1¥ PHASE

Approach to such Dance ltems :-
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After learning the “Dharans”, which may differ according to sentiment or emotion
that the dance conveys, the young dancers move to the other parts of dances. As it
is known, every dance of Seraikella Chhau has been split up in three Phases - Pri-
mary, Middle and the Final stage i.e. “Nachpali”. In order to learn a particular
item of *Tal’, a beginner has to run according to the beats and musical *Matras’ in
different channels to express with language of movements of head, feet, hands and
face, longer stepping or shorter stepping as the case may be. Before presentation,
the new learner must master these movements with clear conceptions of what he is
going tto show, in what matras he would move in every phase and how best he
would express himself. The last phase marks as the conclusion of a literary essay on
the gist of a poem and poet’s opinion. The artist while exhibiting his movement
expending certain ideas with symbols, facial expressions and the mask in the first
two parts of the item, jumps to the last phase with more vigour to mark the end of
his show.

In rural areas that I have visited, I have found such instructions, given to the
learners every where and the gurus always make attempts to bring all the intricate
or compounded movements clearly home to this disciples. I do also opine that untill
and unless the first phase is mastered, learners should not be left thought fit for the
second one.

As far myself, I at first teach the simple talas after “Dharan’ being mastered
by the trainees and gradually raises them to make compound movements. By such
movement I mean the movement of the head (Suppose) with hat of feet, body and
hands. In difficult items like “Sabar” (Hunter), Prajapati, (Butterfly), Sagar (Ocean),
Mayur (Peacock) it is the more difficult item. vigorous exercises are essential which
should be taught separately one and one then a full conglomeration is to be made to

complete the item of the dance.
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L. At first for the beginners minor items like - hare Vishnu, Khene-Khene

Gopal, Madan Gopal are to be taught with simple uflies (Upalaya)

II. At the second group they should learn a bit complex items like Bana
Bridhya, Sharada Sashi and others with simple uflies (Upalaya).

III. The third stage shall comprise with many compound
movements and gaits like Parikhandas, vigorous exercises (Uflies)

IV.  The fourth shall be the female dances with female feet movements and

hand gestures.

The second stage, shall consist of animal dances like - Tiger, Bear, “Orang-
Gotan and the “Snake-Dance” which has easy and comfortable gaits though
they are compounded. The second part of the second stage consists of sword
and dagger dances with more “Uphlies” requiring more vigour. The learners
are taught this hard practice with wooden swords and lighter shields so that
no injury may be done as they may not dance upto the time the others fall
upon them. If they continue their dancing fully upto the “Talas™ with precise
movement of sword and shield they may be successful within about required
else they may fail in the estimation of the general spectators. Speed be al-

lowed to handle steel swords and daggers.



DHARAN - STANDING POSITION OF CHHAU DANCE

Thani - Style

Chali - walk

Guru Pranam -

Shiv pranam - god prayer

Bhumi pranam - Prayer to Motherland



Bhairav Shaal or Akhda Shaal - a oldest
Chhau dance treaining place of Seraikell:

Studentnﬁ’HY TO LORD SHIVA
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GURU PRNAM(PRAY TO MASTER )



SHIVA PRANAM PRAY TO LOAD SHIVA |

BHUMI PRANAM(PRAY TO EARTH MOTHER |



Aadli Chali (Side Step)



SYNOPSIS OF
ARDHANARISWAR DANCE

The Hindu conception of the greater is undefined and complex.He is,at the
sometime mother and father,creator,preserver and destroyer and yet of the
entire universe itself She bears the child rears it up,gives it hope and aspiration.
He gives it life.gives it vigour,guides in the world and endows it with power
both to project and to destroy

Expression in Ardhanariswar Dance
(Dance by Director Malay ku.sahu)

1.Lajja(shyness)

2 Pralay{Destruction)

3.Ghodatobkal(a horse tort)

4 Dolono(Trample)

5.Sheho(mother effection)

6.Pratipaloyna(reanng up)

7.Chhua suaiba(make the baby sleep on mother cradie)

Musicians

. Dhol{drumplayer)-Guruprasad basky & Bahadula kumbhakar

. Magara(kittie drum}-Gumnu charan mahato,Flute & sehnai-Kush kumar karwa
. Jhanj{Hand eymbala)-Jogjadi mahata

 Costumes & ormaments-Ajak kumar sahu

. Mask-Sushant krmahapatro

Students

Devnarayan singh,VinodRakhal das Bhairav paramarnik Mansha singh modak
Yudhistir mahato Akash nath,Ganesh mahato Satyajeel das.Gangotn mahato,
Ravi kund modak Ravi sankar satpathy,Sahab nath Mahesh pan,Sidesh mahato,
Umesh pan,Doctor tiu,Pavan Mahato Niranjan mahato Afjun das Subham mishra
Sawan kumarShibnath mishra,Sushil kumar mahato Robul Mshea
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Ardhanariswar D
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Biro (hero



Biro (heroic expression in Ardhanariswar Dance)
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Baby |

ying

Chhua KhalibalPla
Chhua Suaiba ( Make the baby sleeping on mother cradle)



Pratipalnyna (Rearing up)



Dolono (Trample)



A picture of Guru Malay Kumar Sahu after

ar.

performing the dance Ardhanarisw
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Interview with Guru Radha Kant Pattanayak
(Chhau Exponent)



Interview with Guru Ganesh Chandra
Mahato (Chhau Exponent)
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Mousicians of Sri Kedar Art Centre.
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SERAIKELLA CHHAU MASK

Seraikella Mask had been in use since the emanation of dance at Seraikella
Makes are Colloquially Called CHHAU in Oriya The language of this region
hence the dance is Called “Chhau Nach” Chhau Nrithya or The Mask Dance
AT first the Masks were made of Water Meelon, Kakharu, NauTunba, light ,
Bamboo pices hollowed .They were Specially of longer size pieces and chiefly
suited for animals dances namely of Tiger horses , bears, monkey, lion etc. later
on a few artist made Masks (wood Masks) of light wood and cut out in size
with eyeholes , nostrils ;,mouths . They were roughly colored and sometimes in
irregular shape. These had an ugly look and were very inconvenient for the
dancers to wear as they could not be folded as tilted. Bamboo Mask it lighter
and cumﬁ:.'rrtahle bamboo and wattles came into use and (some time used
baniyn Cloths) Bamboo mate were prepared and cut out in proper shapes ,They
were then colored to suit to the purpose in the last part of the 18" Century
Mask Built with paper clothes mud and dissolved soil come to use. AT first the

masks were of crude form and they were colloqucally called *Hhumapatiya
Mohouda”,

It is reported by many that some goyadhat bhandari (Barbar) was the first to
built such Mask at village Dugni, near Seraikella ears and neks and Present the
king of Seraikella (Material are soil colors Clothes) and a few year later a ideal
Mask maker late GuruParsanoo kumar Mahapatro built Mask and

After that Many Student Learning Chhau Making form him like Kanahilal
Maharana , Bishonath Saho, Purno Barik etc. Between this Period many other
Maks marker also built mask like Raghu ram Maharana, Markando Shau, Kusto



Shau , Dhrolal Bhol, Susant MahaPatro, Basant Barik and many in village also
(Tatoposi) Kashab Achariya etc. The Late Prasann + Kumar Mahapatro has
earned reputation in this art the mask being to be panted as per Sahatri, natural
and social things painting are all quite artistic . The top geares and head dress
are quits decretive and aftractive they are mainly embroideiy works with
different colors particularly dazzlingly white where ever crowns are necessary
they are also brought in

The Seraikella Chhau stans different from that of Mayurbhanj and Purulia . It is
Never a fact that chhau everywhere performs same function.

Mask play a predominate role in the Seraikella School of Dance. Besides
showing the identity of the dance exhibited, it maintains a single emotion
throughout . It is the Mask that sustains the emoion and inside the correct idea
that the dancer reflects and the meanings of the poses, the dancer projects. The
construction of eyes, longer,shorter and bigger , paintings of eyebrows and
mouth imply different sentiments . It is with help of the Mask that the dancer by
inclination of his head or setting his eyes direct below , the dancer can expound
his views and emotion that he tries to convey . Masks follow the nature and
natural shapes like shapes of buds and petal of flower, eyes of animals like-
Elephant, deer, Kurangi etc. Radha’s eyes are like Kurangi, so Radha called
Kuranginayani, Ram is Padmalochan due to his lotus like eyes. Masks are not
useless wear or embellishment. The paintings of head and hair with hairstyle are
other that appear to be very attractive.

Serikella masks are one of the finest in the world. Masks of Seraikellar
are cannot be avoided. It is a must in Seraikella School of Chhau . In Some
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Masks particularly of legendary and dances, relate to providence, head
decoration are added.

IN DIFFERENT PERIODS DIFFERENT TYPES OF MASK WAS USED .

1- Laves Mask — Especially “ Palash” laves Were used

2- Face and Body Painting - Were Painted by different Natural Colors.

3- Wooden & bomboo Mask — Lighter Woods are Used like — Mango,
gombhuri, Simoal etc.

4- Bamboo & Pumpkin Mask — Pumpkin Were Used in Making Human Face,
Demon, Ghost etc.

5- Soil — Solution — Cloths are Used then it becomes fine Mask .

Conclusions & my Personal view

Late Mr. Prasann Kumar Mahapatra was very eminent Mask Maker at Present
about Sraikella Chhau Mask. Sri Kanhilal Maharana, Vishwanath sahoo &
Susant Mahapatra are good mask maker, in there own Style, Sri Kanbhilal
Maharana is also genious mask maker. But amongst the Three Vishwanath
sahoo has Pickup the style, Raso , Bhava of the mask as was being done by Lete
P.K Mahapatra and has been appreciated by most of the Chhau Dance.

List Of the Some Old New Mask Maker Names :-

1) Late Mr. Prasann Kumar Mahapatra.
2) Late Hamo Mahapatra.
3) Sri Kanhilal Maharana
4) Late Dhiro Lal Bhol.
5) Late RaghuRam Maharana .
6) Late Markondo Sahu.
7) Late Kristo Ch. Sahu.
8) Vishwanath sahoo
9) Susant Mahapatra
10) Late Purno Barick.
11) Late Kasobo Achariya- From Vill- Tentoposi
12) Dilip Acharaiy. — From vill- Tentoposi
13) Basant Barick.
14) Late Bado Nunu- Old Wooden Mask Maker & Some Pattanyak &
Pani Was also builder Mask.



Mask metril are Used and Making Process -

Chita Maati — Allavial Soil for mold
Khara-Ashes

Maida-Chita — Muslin Paste

Suti Kana — Old Cotton Cloths
Kagaj — old news paper

Poli maati — Black Sail

Nagli Wooden

Iron — Karani

PO =8 B 1A S e

Making Process —Seraikella Chhau Mask (Mold) is made of (chita
maati) Allavial clay found near the bank of river Kharkheei . this clay is
pounded , strained dissolved in letter , and made into a thick past . the
basic face acts. the mask maker fixes the clay mold of the character on a
wooden plank and lets it dry for enough time harden it . after one days,
then putting ashes on the mask . than a muslin gauze is pasted on it with
two layers of pieces news paper. Than it put on the sun light to dray .
then small old cotton cloth is pasted on it with muslin gauze. again one
layers old news paper with gauze. Again it put on the sun filled up again
smooth black soil solution after that cotton cloth with alluvial gauze is
pasted over it.

The nose mouth eyes are finished by steel instrument (karni or nagli )
and the mask is polished then it put on the sun for dray , after dray the
mask is scrubbed out from the mold . After that mask maker banding
(side) it with cotton cloth . Than polished and painted with white color.

It is then painted now with several comical , natural and color to suit it.
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Some rare and very beautiful masks made by
Late. P K Mahapatra, Late Dhero lal bhol , &
Kanhai lal maharana seraikella in 1972, 2002 , 2000

picture collection from s kedar art center seralkella



A mould made by late Dheera Lal Bhol



The masks on making.
By Kanhai Lal maharana.
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A Mask of Ardhanariswar made by late Guru Prasanna
Mahapatra in the year 1972



A Mask of Swan ( Hansa) made by late Guru Prasanna
Mahapatra in the year 1972



A Mask of Hara ( Shiva) made by late Guru Prasanna Mahapatra
in the year 1972
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A Mask of Shiva Tandava made by late Guru Prasanna
Mahapatra in the year 1972
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A Mask of Ratri made by late Guru Prasanna Mahapatra in
the year 1972



A Mask of Sagar (Ocean) made by late Guru Prasanna
Mahapatra in the year 1972
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Sabar Hunter (Mask made by Late Prasna Kumar Mohapatra 1972)
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editorial
Defend yourself

Last week & resder called us and taid us about how he
was asmaulied by agangol white youths. The atiack he Lokd
s, was completely unprovoked, and had staried with the
you'ths making fiun of his wile who was weRring & saree
The youths found the costume i he “funny” and made
rémarks at them, it seems Mot wishing o start any
trouble, {he reader. an insurance executive, walked
quickly tothe parked car But he was stopped . The youths
oty Byl Fhe windehiell gnd when the e
ghjerted, assaulted him anid broke hes mw bone Whan the
police aprived on the scent all the veuths exce pt those who
asaayited the reader were il et it seems, And yet the
police ook no BCLAN They dud not even file 2 complaint
and, merely toid the reader 1o g0 o the haspitall

Suelr sncidents akas are nol isolated ones. “Indian
Bashing” seems o be fast becoming one of the favorite
sports in parts of Flushing Even more scandalous i the
resclion of the police whose continued inastion and
callousmess in this matier makes us suspect whether they
sy indeed e onniving st such hehavior.

The police often seem Lo pal the biame on the vietims
and have eriticized the |ndiane for not being “sireet wise”
Would the police like the Indians aiso 1o be “wise” eROLEn
to go around beating up oihers? This kind of disgraceful
sdvice has also been gIVED by some of the 50 called white
“ommonity Leaders” and we are aghamed to say, some
| Indians as well. These propheis of passivity Bre advising
Indians not e “epnepicuous” and not Lo wesr BArEES et In
srder toostay oal af trouble

The Indian communily should reject such nonzensical
advice and start defending themaelves immediately—by
gsing whatever means and with or without police
eooperation, Self defence is & universal human right and
we all have the Fight Lo ook &5 "conspicuous” as we want H
we let this trend continue, next they will be telling us that
cair brown sking Are Loo COMSHICUOLS and that we ghouid
adapt by changng our skin olor

Maver hoch never wasles &N BCCAZON W0 SINE the
praise of the “hard working”™ Indians. We hope he would
persunde the police ander him o better defend the
eommunity whom he keeps telling us he admires very
much. And we wish the Ind ian “community” leaders who
never whste & chance w appear before TV cameras and
delight in gWing swards to each other. would pay more
attention o this matter which involves the very life and
death of the community. Otherwise, the assaults on the
Indians and the desecration of their temples would not
gnly contimue, but increase &5 the hoodlums whose
appetile nas been whetted decide that the Indians are an
easy prey. There have baen no racist murdersof Indians as
wel in the U.8. as there have been in Canada and the UK.
We do hope that the community will not wait for such
drastic incidents w happen arousing itself. Let us
act to defend ourselves before it is oo late.

P e
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Guru Sahoo brings Chhau

to the US

Where else but in New York
City could you find & master of
Imndisn dance teaching & group
eonaisting of several ATnericans,
& Portugese. 8 Jupanese, and &
Chirese” This ethnic melting pol
is being conducted by the
venerable master of Chhau
{masked duncep hifnself. Gury
Kedar Math Sahoo. who &
visiting the L5, this summer &
bring Chhan o the Wesl, jmnd of
pourse o the Basty This i Guru
Sahoo's firal Limme ip AMETICE
naturally 6 firss Gura Saheo el

‘& hit exhausted from the
adjustments o 4 new Lime Tirhe
and & new climate. Bul we
students participatling in his
clames, would not have known
this from the energy leval wnd

movements in their modern
dances and takes gresl interest
in other dance forms Gura
Bahoo himsell has chorec
graphed new Chhau dances in
the classical mede; one of, them,
“Might” cyrrently being
pehoss reed DY wavo ol his advanced
American sudents

Finding out that 1 am &
student of Balinese qanae, e
Sahoo immediately Isunehed
(Ko raplures over the beduty
Balinese dance. “Bali, Jave.
Symatrs they all belong o the
family of Kalinga which 15 also
my blood, but new 1 am Bihar.”
he commented afier we
discusasd the similarities and
differences Dolwesn Balingae
and Chihau dance Very litthe

i

Guru Sehoo Jemonrirshes e C

cancentration he demands from
his stedents. In the clusees he
will demonsirale & particulsr
walk, then sword in hand he will
pise that CRhis movemenLs are
derived from Lie maraal arts
Gury Sshoo’s Chhau hails
from Sareikeis of the state
Rihar. He i gixily yelrs s and
was raised on Chhay, trasning i
Lhe slow ciRssical pace-several
decades and onfy Lhen prerged
a5 m Urue ariisi A BLRECE
clagdicist, he once rebiyked
the wse of Bribsh bugkes by
the Magarajn of Mavurab

e —

‘ ...the dancer
is also a story-
teller, an actorand

a mimic z

to secompy Chhau
performances. Being a einssaal
does nol necessarily mean you
camnal keep up with the Lames
Gury Bahoo is proof of this. He
encourages b foregn prudents
1+ gy periment with Chhay dandt

hhau mudre

et

wema I SUTHFiSe oF diatwrh s
cosmapol itar 186U and know
edge of art. (hnoe As & joke WD
siuclents demonstrated the eroted
& frican pedvie thrusting (o G
sahog’s drumming

(urg Sakon’s main crilcism
of Wastern dance 18 that iL has ne

stary or abstract ides
kalapadatify Thin elasive
quahity of Inds dinee. though
ar leeling. tramsforms &
erouching walk anie Le slRlxing
guit of a hunter in seAr boof
puenie (stur with his hands
ey Sk rapia moe] g wm e thial

when Be ix daneong his hear =
alsis dsneing and i tranaforming
his whode hadv. [relass vhe sixl)
yedF odd masier troly hecomes &
young maidenly empbe dancer
or & warrior on the prowl of
Benistiful and languid Rhadhs
The besuty of Asisn danee
wraditions is thet the damcer is
aleo & staryielier &R actor. and @
murma

Chhau dances are wsuslly
ghort, aboat five b9 Wen mirdies
lang. The paper-mathe mask
impairs breathing and limits ihe
peripheral vision His face
hidden the Chhay dancer musl

eall upon all hm Feserves of
emergy. and training to projecia
rids. Chhao gses the entire Deady
begs are exbended up iR Lhe 27
anid sudden fieeung leaps ar
expeuted: all this with & Mask A

deer 15 nod symbolzel oA

"nﬂrrﬁom trained
in the martial aris
made their contribu-
tion to ...Indian
dance

mudra alone. inswad the dancer
will leap it the @iF winile
looking back wilth his hend and
apper Lrse, |1 i5 eagy Ly mes bz
warrwrs LPained 0 the AT
gris made their sontr
the vast Kaleadosompe of [recliar
Aance styles

wak i

No Jomger blessed wilh @
serure souroe of roval paif AR
Chhaa is 10 e precanod

i : mp L

position of hRvIng
ytsell and having U
s ppeorl Chha [ o

helosgs to the state of Lt
winea  imdepeenil
M- W Hie B I %
et M e

[ralimns mprt  fore@Eaer
onplsdad L Pestie 5
futare =uafrviva
guaraniedl i LTl TR

The maikad Chhay Jercd

& 19RE perfofitki
Europf AR it
Bumeraes  JECLurr

Ll e
atEte <upporied L hhaad Lar
grhivsl (0 SErekcka 1hare are Li
stodents. of which 1o are
foreagmers. (ura Sakon s mai

dizappointment is that withsucs
& busy schedule he can o longes
live his guiet village life. T
wummer’s teaching engagemen!
wiks gpomsored o Oee Johe ]
Rockefeller Foumdntn and L
New York Linwersiy Schoel of
the Arls

Hive Lowg Ubnd



Chhau: From martial art
form to modern dance

eeped n symbolism,
Chhau is a colourful,
vigorous dance form

which originated in °

ancient times 2s a
martial art form. The
rd ‘Chhau’ is derived from
the Sanskritic chhaya, mean-
ni the shadow of an object;
he damce tseli 15 thus 1dent-
fied totally with the essence of
svmbolism., The dance form
as been evolved into a highly
specialised art at Seraikella in
Bihar having some unique fea-
ures.

In Seraikella Chhau, the
mask is the centre of atirac
rion. Vachikabhinaya is ab-
sent, and with the elimination
of speech there is g;eatar
scope for expression through
mime and body language.
Different bhavas (moods) and
rasas (senriments) are ex-
guisitely expressed through
+he movements of the limbs in

Chhau. The Seraikella Chhauw
has evolved from a distnct
martial art called ‘Phari-

chanda’ (sword and shield)
anid has a few distinguished
mapners of execution. The

vle, postures, movements
and fopiwork conform 0 a
positive martial art form, bes-
rowed with grace. The Chhau

techmigues can- be
identified with the differemt
karnas of Bharata's
Natyashashira.

By GURU KEDAR NATH SAHU

The Chhau, as practised in
Seraikella, can be divided into
two categories—the Phari-
khanda dances and the thema-
[iC Oor narrative dal“;E Items.
The first category is a pure
dance form or ‘aritt’, without
abhinaya. A Phari-khanda dan-
cer has to be skilled in the
%rualling Chhau technigues.

he second kind of Chhau por-
trays and exposes different
characters—human beings,
birds, beasts, or episodes from
Hindu mythology or the
Puranas.

Dance is also a mode of
worship, and the blessings of
gods and goddesses are often
sought by dancing with deve
tion. The Chhau damce per-
formed during the Chaitra par-
va celebrations in mid-April is
in honour of Lord Shiva.

Since Chhau dance is essen-
tially an open-air affair, all the
special instruments used for
the sccompaniment emit loud
or sharp sounds Traditional
musical instruments used for
Chhay include dhol, nagara or
dhumsa (kettle-drums), jhanj
(brass cymbels), flute, mohuri
{a wind instrument like
shehnai) kartal, conch shells,
turi and veri (long bamboo

pipes)

The masks used by the
Seraikella Chhau dancers
were at one time made of bam
boo or wood. Nowadays, the
dancers prefer o use clay
masks. The original Chhau
masks were huge, heavy
grotesgue and disproportion-
ate. The mode of presentation
of the dance was also diffe.
rent: a dancer would come into
the arena and stand in dharan
while d.nlmsuphyad in  the
background. Most performers
would dance with minimum
costumes, which were mostly
simple in design, while some
preferred to dance barebo
died.

The beginming of the 20th
century saw a remarkable
transfiormation of this dance
form. New ideas were incorpo-
rated, masks were developed
and improved upon to & great
extant and finer, colewrful cos-
tumes took the place of the
simple ones. Some classical
musical instruments like
shehnai, veena, pakhawaj, mri-

. Broetera, were also in-
troduced and played along
with the traditional ones, pro-
ducinf & unigue music typical
of -Chhau.

While these developments in

‘Singhdeo. They not oaly be. |

the field of Chhau were takn
place, Kumar Bijoy Pratag
Singhdeo, vounger brother ol
Raja A.P. Singhdeo ot
Seraikella, spearheaded a re
yolution. A man endowed wit
remendous artstic qualities
Bijov Pratap was mstrumentsi
in refining the Chhau dance 1
its present form. The Seraikel
la Chhau, till then essentiall:
the martal art form of Phar
khanda incorporated themati
and modern dance ingredient:
As a result, éven the Chha
masks were transformed. The
mesks became human faces
traying bhavas (emotions)
ike pain, snger and joy. The
colours also now conformed &
the character being depictea
Natural colours, anguisar
shapes, artistic liniag ond
telligent painting of the
tours of the brow, eyes, nos
and mouth produced a dvna
mic visual character of
mask itself ]

Bejov Singhdec also nt
duced the now-popular form of
presentation in which ti
Chhau performer starts th
dance from the wings or Iron
behind the audience following
recitals of tala and also ends
the dance behlind the crowd

Even the costumes under-
went a change for the better |
under the patronage of Bijoy l

came more colourful and cos
ly but more meaningful as
well. A definite colour scheme
representing a particular ras:
of the theme and special d
signs suited 1o the characue
are the hallmarks of the mod
¢rn _ Chhau dance costumes
Kl credit [ur popularisin
the present form of themati
Chhau dance goes to the now
octogenarian masters and ex
ponents. of Seraikella whose
endeavours embellished the

. pure dance of Phari-khanda to

a higher aesthetic level. Only
the style of presentation re
maing the same as befoic—
swinging hands, vigorous foot-
work and twisting body move-
ments together exploré the
possibilities 1o express bhava
and heighten rasa. The themes
of Chhau contain nething that
is parvochinl or local, for it
very idea is universal in appeal
and meaning and the language
in which its ideas are express
gd iz cosmopolitan . A rare
confluence of colour, action
and symbolism, the Seraikella |
Chhau has thus remained &
vizual treat
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AT THE VALLE INDIAN DANCES OF SERAIKELLA

Seraikella is a country in the interior of India : a legendary
country retainin gthe most ancient rites, indepedence and na-
tive soverignty, which is surrounded by mountains and water.
In India dancing is a form of religious expression, sacred cer-
emony in which princes themselves take the parts of person-
ages in the myths of ancient poems. Now for the first time,
these princes have come to Europe with their court and have
begun their series of performances, in Rome, under the aus-
pices of the Italian mid and far east Institute.

Yesterday evening of the stage
valle, their highnesse Kumar Shuvendra Narayan, Kumar
Hirendra & Kumar Himanshu Pratap Singh Deo danced, as-
sisted by the dignataries of the court - Banabehari, Kedar,
Kumari Bani, Avimanyu, Sarat & Taley.

There life is Rhythmic, their
drama is comic, their serpentine feet trace an imaginary
pythagorical chart which reflects the arithmatical movements
of the arms, the expressive movements of the head are left by
the masks worn upon the face, four those of the neck, twenty
three those of one hand alone (with the palm paint red), twenty
three those of the hands joined, sixteen the way of rising and
sitting, five those of leaning, seven are the spiral movements,
eighteen the manners of walking.

A most simple music, in keeping with conons of the dance
and its pantheistic expression, accompanies the action, played
by native drums, copper synpols, flutes and lyrics.

The costumes are enchanting, werth of <<A thousand of one
nights<<

((II tevere>> 26/3/1938.
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CHHAU DANCE DISPLAY
FINE PERFORMANCE BY SERAIKELLA TROUPE

In strict conformity with the classical code the Choreograph opend
with “Shiva Tandava” full of masculine virtues and forceful rythms.
The “Arati” or lamp offering together with “Devdasi” is a dance form
with a divotional air released from a spititual plane of thought. The
“Phoolo Bhramara” and “Mayura” nritya are pure “ Lasyas” with
amorous fancifullness and passionate yearning. They “Haunt” startle
and waylay like the alluring will-o-wisp against the inky, dark back-
ground of the night. The danseuse of the * Sagar Nritya” displayed
the Marvellous waves of limb the blue whirls finally bursting in an
aweful and amazing crescendo. The Kapalika is a pure “Macabre™ in
tone and temper. “Chandra Bhaga” is undoutedly the best execution in
the peetry in motion & Plasticity of emotion. With gliding steps the
sun descends. The entire episode interpretes a profound symbolism,
the eternal quest, so finely put in the mythological grabs of diffenrent
ages. “Savara” is a virile composition with matchless rhythm and har-

mony.

The chhau display a wistful, simple beauty. It is a wild flower
of dance. It refuses any timin. It is vitalized with native lusture of
crystals, not meant to be refined primitive art-cultures. The gestures
apparatus is transported without the frequent, static, sculpturesque re-
pose. It is dynamics rhythm, with poses unprecedented, emerging oul
of dramatic moods of absolute and impersonal detachment, where no
part of the body is passive and where all limbs are vibrant with motion.
The footwork is nothing but pattern weaving with decorative details.
The Mask is so artistic and richly expressive that is attuned to the inner
hormony of character-portrayal.

The dancers are absolutely devotees of art. Their command over
rhythm and laya, simple but at times difficult is a veritable despair to
the average professional.

“Amrit Bazar Patrika” 10/11/1937.
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VAUDEVILLE: “SERAIKELLA"

Once again the east has descended on the western word of
entertainment at the VAUDEVILLE theatre where the Hindu dancers
and musicians from SERAIKELLA, a state in Western India are presenting
their extremely interesting Ritual dance.

Those who worshipped in the shrine of UDAY SHANKAR and
his ballet company of last season will find in this group the same
fascinating rythmes and whole tones of lilting music as perfectly
reflected in the seniours movements and symbolic gestures of the
dancers.

Unlike their predecessors, the dancers are masked, so that all
interpretation is of necessity limited to pose and gesture, the most
striking example of this being shown iIn the tragic love of the Sun-god
for the maiden, “CHANDRABHAGA” given by SHUVENDRA, the leader
of the group, and KEDAR, a young boy in the part of the madden.
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Founder Director Late Guru Kedar Nath Sahoo (Padmashree)
Established : 1988

To, Dated : 30-08-2019
The Deputy Secretary (Drama)
ICH Section, SNA, New Delhi.

Sub. : Regarding Correcton of No. of photographs for Final Report on ICH PI‘O] get, " .
File No.- 28-6/ICH 2015-16/49

Dear Sir/Madam,

[ have already submitted my Final Report on dated 21-08-2019. My Project
Title is “ Technique in Seraikella Chhau Dance in the verge of extinction”.

I 'am extremely sorry for providing wrong data of number of photo-

graphs due to typing mistake. The actual number of photographs is 107 along with
two nos. of DVDs and copies of Audited Reports by a chartered Accountant.

I'hope the project will be accepted by the ICH expert committee. Kindly
release the rest amount of my project.
With Best Regards.

Yours Faithfully

M ,,X —u{ |z S\‘V\\)(
( Malay Kumar Sahu)
Director
Sri Kedar Art Centre
Seraikella(Jharkhand) *
Mob. : 7488621801

Director : Malay Kumar Sahu {(Junior & Senior Feliow, Dept. of Culture, Govt. of India, New Delhi)
SRT KEDAR ART CENTRE. Ward No. - 5, Seraikella, Dist. : Seraikella-Kharsawan, PIN : 833 2_19, Jharkhand (h




