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_wIn¥ð>m{df`r

_wIn¥ð> g§H$ënZm
d
_wIn¥ð>H$Wm
- S>m°. AéU à^wUo

OrdZ åhUOo nmUr. M¡VÝ`nyU©. ew^«. erVb. nmUr åhUOo JVr. doJ.
àdmhrnU. nmÊ`mMm Y_© dmhUo. dmhV amhUo. gVV nwT>o dmhUo. gVV ZmdrÝ`mMr
AmoT> AgUo. dmhVmZm Zì`m dmQ>m emoYUo. Zì`m Zì`m àXoemVyZ àdmg H$aUo.
diUo KoV KoV Zdo AZmoiIr àXoe nmXmH«$m§V H$aUo.
`m Am{U Aem nmÊ`mMm ñd^mdY_© OmUyZM _mZdr Am`wî`mgmR>r Am{U
EHy$UM Am`wî`ì`dhmamgmR>r "OrdZ' hm gmW© eãX bjUoZo ñdrH$mabm Jobm
Agmdm. _mZdr OrdZmbmhr nmÊ`mà_mUoM gVV ZmdrÝ`mMr AmoT> AgVo. OrdZ
OJVmZm nmÊ`mà_mUoM _mZdr OrdZ Zì`m dmQ>m emoYV AgVo. Zdr Zdr diUo
KoV AgVo. OrdZmMr hr àH¥$VrM AgVo. Aem Zì`m dmQ>m emoYë`m, Zdr diUo
KoVbr, Zì`m àXoem§Mm emoY KoVbm, Am{U Zdo AZmoiIr àXoe nmXmH«$m§V Ho$bo
VaM OrdZ M¡VÝ`_` ~ZV AgVo. M¡VÝ`nyU© amhV AgVo.
OrdZmMm Am{dîH$ma H$aUmao b{bV dmL²>_` åhUyZM Ago àdmhr
nmÊ`mgmaIo AgVo. _iboë`m dmQ>m gmoSy>Z diUo KoV AgVo. OrdZmà_mUoM Zì`m
dmQ>m emoYV AgVo. Aem dmQ>m emoYÊ`mMr b{bV dmL²>_`mMr gVV YS>nS> Mmby
AgVo. `m dmQ>m éiboë`m Zgë`mZo Ë`m emoYÊ`mgmR>r gVV H$mhr Var {deof
ñdê$nmMr YS>nS> H$amdr bmJV AgVo. hr YS>nS> åhUOoM Ho$bobo Zdo Zdo à`moJ
AgVmV. Ago Zdo à`moJM b{bV dmL²>_`mbm bm^bobr g§OrdZr AgVo. gd©
H$mimV, gd© Xoem§V, gd© ^mfm§V OÝ_V Agboë`m b{bV dmL²>_`mÀ`m gd© àH$mam§V
Ago à`moJ H$aÊ`mMm à`ËZ Ho$bm OmV AgVmo. {ZË` ~XbV OmUmè`m OrdZmbm
H$doV KoÊ`mgmR>r _iboë`m Am{U éiboë`m dmQ>m {Zén`moJr AgVmV. åhUyZ
b{bV dmL²>_` Zì`m Zì`m à`moJm§Zm Zoh_r gm_moao OmV AgVo. VaM Vo H$mV Q>mHy$
eHy$Z ZdVéU ê$n YmaU H$ê$ eH$V AgVo. b{bV dmL²>_`mbm {MaVméÊ`mMo
daXmZ bm^bobo AgVo Vo b{bV dmL²>_`mÀ`m {R>H$mUr Agboë`m `m JwUm_wioM.
Aem à`moJerb b{bVH¥$VrM {Ma`m¡dZm hmoÊ`mMr, AI§S> gm¢X`©dVr ~ZÊ`mMr
eŠ`Vm AgVo.
ZmQ>H$ ho b{bV dmL²>_` Agë`mZo Am{U OJ^amVrb {d{dY ^mfm§_YyZ
ZmQ>Ho$ à`moJ ê$nmV Ho$br OmV Agë`mZo Ë`mV Ho$ë`m OmV Agboë`m à`moJm§Mm
emoY KoUmam hm ZmQ>ç{deofm§H$ Agë`mZo, n¥Ïdrbm åhUOo OJmbm ì`mnyZ CaUmar,
H$doV KoUmar, nañnam§Zm gm_moar OmUmar, nañnam§V {_giy nmhUmar, nañnam§Vrb
_Zmohmar {d{dY gwa§Jr gm¢X`m©À`m XodmU-KodUrbm àm`mo{JH$ ZmQ>H$m§à_mUoM AmVwa
Agbobr, gai aofoV AgÊ`mEodOr _Zmoha dH«$Vm YmaU H$ê$Z Amåhr gai
éiboë`m _mJm©darb nm§WñW Zmhr AmhmoV ho gwMdUmar Ajao, ObmMr AWm§JVm,
gImobVm Am{U A_brZVm Xe©dUmar nmœ©^y_rdarb a§Jg§JVr Am{U `m gdmªbm
A{^ì`º$ H$aUmar d åhUyZM H|$ÐñWmZr Agbobr Aja dmL²>_` hr Ajao `m
{deofm§H$s {Z`VH$m{bH$mMo A§Va§J gwMdUmar AmhoV.

g°Z hmoOo, H°${b\$mo{Z©`m, A_o[aH$m
& ghm & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç{deofm§H$ &

About
Cover page

Cover Page Concept
and
Cover Story :
Dr. Arun Prabhune

Water means life. Full of spirit. Snow-white. Cool. Water means
momentum. Speed. Flowing. The nature of water is to flow. To
keep flowing. To keep moving forward. To seek something new
always. To discover new paths. To traverse new geographies. To
conquer the newer, unknown lands by taking newer twists and
turns. Perhaps with the knowledge of this nature of water, the
word ‘jeevan’ in Sanskrit, meaning ‘life’ has been accepted
symbolically for the human life and the overall dynamics of life.
A human life too, like water, seeks novelty all the time. That’s the
nature of life. Life becomes full of spirit when new paths are
found, new geographies are traversed, new twists and turns are
taken, new lands are discovered and new, unknown areas are
conquered. It remains full of spirit as a result of it.
The creative literature that is an expression of life is therefore
also like the flowing water. It leaves the beaten paths and takes
newer turns. Like life, it too seeks to discover new paths. This
struggle for discovering new paths is a constant phenomenon in
the creative literature. Since these new paths are untraveled before,
a different kind of struggle is constantly required to find them.
This struggle is nothing but experimentation. These new
experiments are what rejuvenate creative literature. Such efforts
are taken to create all kinds of creative literature in all times, in
all countries and in all languages. The beaten, settled paths are of
no use in an attempt to take the constantly changing life in one’s
embrace. Therefore the creative literature always stands up to
newer experiments. That is the only way it can shed its old skin
and assume a new, youthful form. The creative literature has the
boon or the elixir of eternal youth because of this particular virtue
it carries. Only such pieces of creation have the possibility of
remaining young forever and remain beautiful endlessly.
A drama or play is a type of creative literature, and since this
Drama Special issue seeks to know about the experiments done
in drama in the world over and in different languages: [a] the letters
(on the front cover) that pervade the earth or the world and some
more, embrace the earth, face each other, try to merge into each
other, are eager for a charming, colorful exchange of beauty among
them like an experimental play, assume pleasant curves instead
of following a linear path to indicate that they are not the travelers
of a beaten path; [b] the color scheme (of the front cover) that
reflects the unfathomable depth of water, its profoundness and
purity; and [c] the words (on the front cover) that express all this,
and are therefore at the center of everything, Akshar Wangmay,
are all suggestive of what awaits the reader inside this special
issue of our magazine.

San Jose, California, USA
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g§nmXH$s`

Aja dmL²>_`Mm ZmQ>ç{deofm§H$ Aä`mgH$m§À`m Am{U dmMH$m§À`m hmVr
XoVmZm Amåhmbm AmZ§X hmoVmo Amho.
àm`mo{JH$ ZmQ>H$ : ^maVr` Am{U OmJ{VH$ `m ZmdmZo à{gÕ hmoV Agbobm
hm ZmQ>ç{deofm§H$ EH$ àH$ën g_OyZ {gÕ H$amdm Ago Amåhr R>adbo Ë`m_mJo
AWm©VM _hÎdmMo dmL²>_`rZ H$maU Amho.
ZmQ>H$ hm EH$ _hÎdmMm d d¡{eîQ>çnyU© dmL²>_` àH$ma Amho. Vmo lmì`
Am{U Ñí` Amho. åhUyZM ^maVr` gm{hË`emómZo "lì`H$mì`' Agm gmW© eãX
`mgmR>r Cn`mo{Obm Amho. dmMH$ Am{U àojH$ Aem XmoÝhr àH$maÀ`m a{gH$m§Zm
loð> XOm©Mm AmZ§X àmá H$ê$Z XoÊ`mMo gm_Ï`© `m dmL²>_` àH$mamV Amho. BVa
dmL²>_` àH$mam§nojm ho `mMo doJionU d d¡{eîQ>ç Amho.
ZmQ>H$ hm dmL²>_` àH$ma gd© ^mfm§V AmT>iZy `oVmo. OJmVrb ZmQ>ça§J^y_rbm
eoH$S>mo dfmªMr na§nam Amho. åhUyZ OJmVrb gd© Xoem§V ZmQ>H$mMo gmXarH$aU
Iwë`m dm ~§{XñV Aem gmo`rñH$a Agboë`m a§J^y_rda hmoVmZm {XgVo.
Aem _hÎdmÀ`m dmL²>_` àH$mamMr AmOda Oar Iyn Jm§^r`©nyd©H$ MMm©
Pmbobr Agbr Var `m dmL²>_` àH$mamÀ`m Am{U à`moJê$nmÀ`m AmOÀ`m
pñWVrJVrMm {dMma ZmQ>çmä`mgH$ H$gm H$aVmV ho bjmV KoUo _hÎdmMo
dmQ>ë`mdê$Z hm "ZmQ>ç{deofm§H$' {gÕ H$aÊ`mMr `moOZm AmIbr Jobr.
OrdZmbm Ogo gmMbonU _mZdV Zmhr VgoM OrdZm{dîH$ma H$aUmè`m
b{bVdmL²>_`mbmhr gmMbonU _mZdV Zmhr. H$moUË`mhr dmL²>_`{Z{_©VrV
gmMbonU Ambo H$s Vr M¡VÝ`hrZ ~ZV AgVo. øm gmMbonUmbm Xÿa gmê$Z
à{V^md§V Ë`mÀ`m Zd{Z{_©VrZo Anyd© Aer {Z{_©Vr gmYV AgVmo. hr Zd{Z{_©Vr
b{bVdmL²>_`mbm M¡VÝ`_` ~ZdrV AgVo. OrdZmZw^d, Ame`, ì`{º$Xe©Z,
eãXmW©`moOZ, Am{dîH$manÕVr Aem§VyZ dmL²>_`mMo Zdo ê$n {gÕ hmoV AgVo.
Zdo M¡VÝ`nyU©ê$n àmá H$ê$Z XoÊ`mgmR>r Zdo _mJ© emoYmdo bmJVmV. Aem
Anyd©ñdê$nr Zd{Z{_©Vrbm Zdê$n àmá H$ê$Z XoÊ`mgmR>r AWm©VM éiboë`m
_mJm©nmgyZ Xÿa gamdo bmJVo. Zdo à`moJ H$ê$Z nhmdo bmJVmV. ho à`moJ `eñdr
Pmbo Va dmL²>_` Anyd© ê$nmV g_¥Õ ~ZVo. H$moUVmhr dmL²>_`àH$ma `mbm AndmX
Agy eH$V Zmhr. Á`m dmL²>_` àH$mamV hr à{H«$`m KS>V Zmhr Vmo dmL²>_`àH$ma
M¡VÝ`hrZ ê$nmV H$mhr H$mi VJ YaVmo Am{U _J eZ¡ eZ¡… Zï> hmoVmo. àmMrZ
_amR>r gm{hË`mVrb _hmH$mì`, Am»`mZH$mì`, Q>rH$mdmL²>_` Aer {H$VrVar
dmL²>_`ê$no AmO B{VhmgO_m Pmbr AmhoV.
ZmQ>H$hr Ago "B{VhmgO_m' Va hmoUma Zmhr Zm? ZmQ>H$ `m dmL²>_` àH$mambm
M¡VÝ`nyU©ê$n àmá H$ê$Z XoÊ`mgmR>r Zdo _mJ© emoYÊ`mMr Am{U ZmQ>H$mbm Zdoê$n
{gÕ H$ê$Z XoÊ`mMr à{H«$`m KS>Vo Amho H$m? `mgmR>r {Z{_©H$mbm Oo Zdo à`moJ
H$ê$Z nhmdo bmJV AgVmV Vo Ho$bo OmV AmhoV H$m? Ho$bo OmV AgVrb Va Ë`m§Mo
ñdê$n H$go Amho? Aem à`moJm§VyZ ZmQ>H$mbm Oo ê$n àmá hmoVo Ë`mÀ`m dmL²>_` d
à`moJê$nmMm {dMma Aä`mgH$m§g_moa R>odmdm Ago R>abo. åhUyZ _J Ë`m Ñï>rZo EH$
g§H$ënZm KoD$Z Ë`mZwamoYmZo _wbmIVtMr d boI {b{hÊ`mMr _mÝ`dam§Zm {dZ§Vr
H$aÊ`mMo R>abo. Ago H$aÊ`mZo _wbmIVr d boI `m§VyZ àm`mo{JH$ ZmQ>H$ Am{U
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a§J^y_r `m§À`m Aä`mgmMo {d{dY n¡by CbJS>bo OmÊ`mMr eŠ`Vm hmoVr.
Jobr XrS> df] AWH$nUo `m A§H$mÀ`m {gÕVoMr V`mar Mmby hmoVr. `m _hÎdnyU© ZmQ>ç{deofm§H$mÀ`m nyd©V`mar~Ôb
WmoSo> {b{hUo Amdí`H$ Amho. Ë`m_wio H$moUË`m _yi g§H$ënZo^modVr _wbmIVt d boI Jmodbobo AmhoV ho g_Oy eHo$b. `m
ZmQ>ç{deofm§H$mV Ho$di ZmQ>çg_rjH$m§MoM boI ZgyZ àË`j a§J_§Mmda H$m_ H$aUmè`m ZmQ>çH$_vÀ`m _wbmIVt d
boIH$m§Mo boI H$m AmhoV `mMo H$maU H$iy eHo$b Am{U AWm©VM `mVyZ àm`mo{JH$ ZmQ>ç{df`H$ {d{dY n¡by CbJS>Ê`mg
_XV hmoD$ eHo$b.
Aja dmL²>_`Mm àm`mo{JH$ ZmQ>ç{deofm§H$ {gÕ H$aÊ`mMr H$ënZm _r ñdV… g§nmXH$ lr. ZmZmgmho~ gy`©d§er
`m§Zm gwMdbr. Ë`m§Zmhr Vr AmdS>br. g§nmXH$ _§S>imZo `m H$ënZobm _mÝ`Vm {Xbr. 14 Owb¡ 2011 amoOr `m g§X^m©V
{dMma{d{Z_` H$aÊ`mgmR>r nwÊ`mV _mÂ`m amhË`m Kar "amhþb nmH©$' _Ü`o ZmQ>çmä`mgH$ lr_Vr í`m_bm dZmago,
ZmQ>ç{X½Xe©H$ lr. àgmX D$\©$ {dÚm{ZYr dZmago Am{U ZmQ>H$H$ma lr. M§. à. Xoenm§So> `m§À`m CnpñWV n{hbr ~¡R>H$
Pmbr. Ë`mV hm "àm`mo{JH$ ZmQ>ç{deofm§H$' Ho$di _amR>r ZmQ>H$m§nwaVmM _`m©{XV Z R>odVm ^maVr` nmVirdarb Agmdm
Ago R>abo.
Am°JñQ> 2011 _Ü`o _r A_o[aHo$bm naV Jobmo. {VWo Joë`mda Agm {dMma _ZmV `oD$ bmJbm H$s ZmQ>H$ dmL²>_`
àH$mambm M¡VÝ`nyU©ê$n àmá H$ê$Z XoÊ`mgmR>r OJmV Zdo _mJ© emoYbo OmV AgVrb Am{U Zdo à`moJ Ho$bo OmV AgVrb
Va Vo Aä`mgVmZm ^maVmgmaIm Ho$di EH$ Xoe Am{U _amR>r gmaIr Ho$di EH$ ^mfm {dMmamV KoD$Z MmbUma Zmhr. Va
A{YH$ Xoe, A{YH$ ^mfm§Vrb ZmQ>Ho$ Am{U ZmQ>çgmXarH$aUmÀ`m A{YH$ nÕVr bjmV KoVbo OmUo Amdí`H$ Amho.
Ë`mVhr {d{dY Xoem§Vrb AmOMo ZmQ>H$H$ma, a§JH$_u Am{U g_rjH$ ZmQ>çdmL²>_`mV Agboë`m Zdê$n {Z{_©VrÀ`m
à{H«$`oMm Am{U àË`j gmXarH$aUmMm {dMma H$gm H$aVmV Vmo ZmQ>çmä`mgH$m§nwT>o R>odUo _bm Amdí`H$ dmQy> bmJbo.
åhUyZ _J `m ZmQ>ç{deofm§H$mV {d{dY Xoem§Vrb ZmQ>çmä`mgH$m§Mo d a§JH$_vMo boI Aja dmL²>_` H$So> nmR>dÊ`mMr
{dZ§Vr H$ê$Z Am{U H$mhtÀ`m _wbmIVr KoD$Z Ë`m§VyZ àH$Q> Pmbobo {dMma Aä`mgH$m§n`ªV nmohmoMdmdoV Ago dmQy> bmJbo.
Aja dmL²>_`Mm ZmQ>ç{deofm§H$ {gÕ H$aVmZm H$mhr EH$ YmoaU Amåhr R>adbo hmoVo. Ë`m YmoaUmZwgma ì`mnH$
nmVirdarb {df` R>adbm "àm`mo{JH$ ZmQ>H$' Am{U gyÌ R>adbo "{Z{_©{Và{H«$`m.' åhUyZ _J øm gyÌm§Zm H|$Ð _mZyZ øm
A§H$mVrb boIZ Agmdo Aer `moOZm Amåhr AmIbr.
b{bV dmL²>_` Am{U b{bV H$bm `m joÌmVrb "{Z{_©{Và{H«$`m' ho EH$ AZmH$bZr` JyT> Amho. `m JyT>mMr CH$b
Ho$di {Z{_©Vr H$aUmam {Z{_©H$M H$ê$ eH$Vmo. AmOda `mda AZoH$m§Zr AZoH$Xm {b{hbo d ~mobbo Agbo Am{U nwZ:nwÝhm
boIH$ d H$bmd§V øm§À`mH$Sy>Z `mMm emoY KoVbm OmV Agbm Var hm {df` nwT>ohr H$m`_M {OkmgoMm amhUmam Amho. `m
{df`mda ~oVbobm Am_Mm hm A§H$ åhUOo AemàH$mao hmoV Agboë`m à`ËZm§n¡H$s Ho$bobm EH$ à`ËZ Amho.
Aja dmL²>_`Mm hm A§H$ àm`mo{JH$ ZmQ>ç{deofm§H$ Agë`mZo AWm©VM àm`mo{JH$ ZmQ>H$H$ma, Ë`m ZmQ>H$mMo {X½Xe©H$
Am{U ZmQ>çà`moJmV gh^mJr AgUmao AÝ` a§JH$_u KQ>H$ øm§À`m _ZmV KS>Umè`m {Z{_©{Và{H«$`oMm emoY KoÊ`mMm à`ËZ
`m A§H$mV Ho$bm Jobm Amho. AWm©V _w»`V… Ago Agbo Var ì`mnH$ nmVirda OmD$Z EHy$UM ZmQ>ç{Z{_©VrMm {dMmahr
AmoKmZoM AmnmoAmn Ho$bm Jobm Amho. åhUyZ H$mhr boIm§_Ü`o d _wbmIVt_Ü`o EHy$UM ZmQ>ç{Z{_©VrÀ`m à{H«$`oda {dMma
_m§S>bo Jobo AmhoV.
hm J«§W Zìho. hm EH$m dmL²>_`rZ {Z`VH$m{bH$mMm A§H$ Amho. åhUyZ BWo n¥ð>_`m©Xm bjmV ¿`mdr bmJVo. `m_wioM
{deofm§H$mÀ`m ZmdmV Oar Amåhr "^maVr` Am{U OmJ{VH$' Aer eãX`moOZm Ho$br Agbr Var ^maVmÀ`m àË`oH$
amÁ`m§Vrb Am{U OJmVë`m àË`oH$ Xoem§Vrb "àm`mo{JH$ ZmQ>H$' Agm Ë`mMm AW© Zìho. "^maVm_Yrb H$mhr ^mfm§Vrb
Am{U H$mhr Xoem§Vrb AmOÀ`m àm`mo{JH$ ZmQ>H$mMm Am{U a§J^y_rMm Ho$bm Jobobm {dMma' _wbmIVr Am{U boI `m§VyZ
Aä`mgH$m§Zm CnbãY H$adyZ XoÊ`mMm Ho$bobm hm à`ËZ Amho.
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Am{e`m, A_o[aH$m, `wamon Am{U Am{\«$H$m øm Mma I§S>m§Vrb ZmQ>H$H$ma, {XJXe©H$, a§JH$_u, ZmQ>çmä`mgH$ Am{U
ZmQ>çg_rjH$ `m§Zr `m {deofm§H$mgmR>r _wÔm_ boI {bhÿZ Am{U _wbmIVr XoD$Z ^maVr`, OnmZr, A_o[aH$Z, {~«{Q>e,
ñn°{Ze, S>{° Ze (Amo{S>Z {Q>EQ´>Qo >), Am{U Zm`Oo[a`Z ZmQ>H$m§Mm Am{U a§J^y_rMm {dMma Ho$bm Amho. boI Am{U _wbmIVtVrb
{ddoMZmÀ`m nwï²>`W© ^anya \$moQ>mohr nmR>dbo AmhoV. AWm©V n¥ð>_`m©Xm bjmV KoVm Ë`mVrb H$mhrM \$moQ>mo Amåhr Aä`mgH$
d dmMH$m§gmR>r CnbãY H$ê$Z XoD$ eH$bmo AmhmoV.
_amR>r, qhXr, H$ÞS>, B§J«Or, S>°{Ze Am{U OnmZr ^mfH$ Aä`mgH$ d a§JH$_u `mV gh^mJr Pmbo AmhoV. Ago
Agbo Var _amR>r Am{U B§J«Or Aem XmoZM ^mfm§V `m A§H$mVrb boIZ à{gÕ Pmbo Amho. gXa ZmQ>ç{deofm§§H$mgmR>r
OnmZr ^mfoV {Xbobr _wbmIV, S>°{Ze ^mfoV {b{hbobm Odin Teatret in Perspective: Global Theatre in
Denmark Am{U H$ÞS> ^mfoV {b{hbobm H$ÞS> a§J^y_r : H$mhr {dMma ho boI AZwH«$_o B§J«Or d _amR>r ^mfoV AZwdm{XV
H$ê$Z boIH$m§Zr àH$m{eV H$aÊ`mgmR>r nmR>dbo AmhoV.
dmMH$m§À`m gmo`rgmR>r åhUyZ `m {deofm§H$mVrb boIZ XmoZ {d^mJm§V {d^mJbo Amho. n{hë`m {d^mJmV ^maVmVrb
Va Xþgè`m ^mJmV {dXoem§Vrb boIZ g_m{dï> Ho$bo Amho. Ë`m_wio AWm©VM n{hë`m {d^mJmV _amR>r ^mfoVrb Am{U
Xþgè`m {d^mJmV B§J«Or ^mfoVrb boIZ Amho. Ago Agbo Var n{hë`m {d^mJmVrb S>m°. AO` Omoer Am{U àm. àgmX
dZmago `m§Mo boI B§J«Or ^mfoV AmhoV. _amR>r ^mfH$ gmoSy>Z ^maVmVrb d ^maVm~mhoarb AÝ` ^mfH$m§Zm EHy$U _amR>r
àm`mo{JH$ ZmQ>H$m{df`r AmT>mdm KoUmam boI dmMVm `mdm hm S>m°. Omoer `m§Mm boI B§J«Or_Ü`o XoÊ`m_mJMm hoVy Amho.
_hmamï>«mV àm`mo{JH$ ZmQ>H$ J«m_rU ^mJmn`ªV nmohmoMdÊ`mgmR>r H$m` d H$go à`ËZ Ho$bo Jobo `m {df`rMm àm. àgmX
dZmago `m§Mm boIhr `mM CÔoemZo B§J«Or ^mfoVyZ à{gÕ Ho$bm Amho.
Á`m _amR>r ^mfH$m§Zm B§J«OrVrb boIZ g_OÊ`mg AS>MUrMo hmoB©b Ë`m§À`mgmR>r _amR>rVyZ d Á`m ^maVr` d
B§J«Or ^mfH$m§Zm _amR>r g_OV Zmhr Ë`m§À`mgmR>r B§J«OrVyZ àË`oH$ boIH$m{df`rMr _m{hVr Ë`m Ë`m boIm~amo~a {Xbr
Amho Am{U Ë`m _m{hVrImbrM boImMm d _wbmIVrMm gmam§e WmoS>Š`mV {Xbm Amho.
ZmQ>H$mÀ`m dmL²>_`rZ JwUdÎmoMr {M{H$Ëgm H$aUo hm dmL²>_` g_rjH$mÀ`m g_rjoMm hoVy AgVmo; Va ZmQ>H$mÀ`m
à`moJmMr JwUdÎmm VnmgUo hm ZmQ>H$m§À`m à`moJmMr g_rjm H$aÊ`mè`m g_rjH$mMm hoVy AgVmo. `m {deofm§H$mMr `moOZm
AmIVmZm ZmQ>H$mMm Agm H$mhrgm EH$m§Jr dmQ>Umam {dMma Aä`mgH$m§g_moa AmUÊ`m EodOr "Ñí`H$mì`m'Mo AZoH${dY
n¡by {dMmamV KoVbo OmD$Z ZmQ>H$mÀ`m {d{dY A§Jm§Mm {dMma Ho$bo OmUmao boIZ g_m{dï> H$ê$Z hm {deofm§H$ {gÕ Ho$bm
Omdm Agm {dMma Ho$bm Amho. `m_wio ZmQ>H$H$ma, {X½Xe©H$, A{^ZoVm, A{^ZoÌr, a§J^yfmH$ma, g§JrVH$ma, àH$me`moOZmH$ma,
doeg§H$ënH$, g_rjH$ `m§Zm `m A§H$mVrb boIZmV gh^mJr Ho$bo Amho. `m{edm` àm`mo{JH$ ZmQ>H$m§Zm gmXa H$aUmè`m
ZmQ>çg§ñWm§Mo g§ñWmnH$/g§MmbH$/gyÌYma/àgmaH$ `m§Zmhr `mV ñWmZ {Xbo Amho.
àm`mo{JH$ ZmQ>ç{deofm§H$ hm ^maVr` Am{U OmJ{VH$ nmVirdarb _mÝ`dam§À`m boIZmda AmYm[aV H$mT>Ê`mMo
R>aë`mda ^maVmVrb Am{U ^maVm~mhoarb _mÝ`da {ZdSy>Z Ë`m§À`mer g§nH©$ gmYUo, Á`m§Zr boI d _wbmIVr XoÊ`mg
AZwHy$bVm XmIdbr Ë`m§Zm boIZmgmR>r {df` gwMdUo, Ano{jV boI CnbãY ìhmdm åhUyZ H$mhr Ano{jV _wÚm§Mo gyMZ
H$aUo, _wbmIV XoÊ`mMr BÀN>m ì`º$ H$aUmè`m _mÝ`dam§À`m H$m`m©Mm d boIZmMm {dMma H$ê$Z _wbmIVrgmR>r àý V`ma
H$aUo, àý V`ma H$aVmZm "{Z{_©{Và{H«$`m' `m gyÌm{edm` g§~§{YV _mÝ`dam§À`m AÝ`hr ZmQ>ç{df`H$ n¡by§da àý {dMmê$Z
Ë`m§À`m EHy$UM dmL²>_`rZ d ZmQ>ç{df`H$ ì`{º$_ÎdmMm emoY KoUo, àm`mo{JH$ ZmQ>H$m§Mo boIH$, Ho$di àm`mo{JH$ ZmQ>H$m§Mo
à`moJ H$aUmè`m g§ñWm, `m g§ñWm§Mo _mÝ`da g§ñWmnH$ `m§Zm ~mobVo H$ê$Z Ë`m§Mr Amdí`H$ VodT>r M[aÌ{df`H$ A{YH$Mr
_m{hVr {_idUo, Ë`m§Mo ZmQ>ç{df`H$ H$m`© Am{U Ë`m§À`m ZmQ>çg§ñWm§À`m H$m`m©Mo ñdê$n g_OyZ KoUo, Ë`m§À`m g_moarb
AS>MUr Am{U AmìhmZo `m§Mm emoY KoUo, ñWyb_mZmZo Ago `m ZmQ>ç{deofm§H$mMo ñdê$n Amho.
AmOMo àm`mo{JH$ ZmQ>H$ Am{U AmOMr àm`mo{JH$ a§J^y_r ^maVmV d ^maVm~mhoa H$er Amho, OJmVë`m doJdoJù`m
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a§J^y_tda H$em ñdê$nmMo H$m`© H$aVo Amho, ZmQ>ç A{YH$ g_¥Õ hmoÊ`mgmR>r H$moUH$moUVo à`moJ H$aVo Amho, `m à`moJm§Mo
ñdê$n H$m` Amho, `m ZmQ>H$m§Zm àojH$m§Mm à{VgmX H$gm Amho, àojH$ Am{U ZmQ>H$ `m§Mo ZmVo H$m` Amho d H$go Agy eH$Vo
`m Am{U AÝ` AZoH$ àýmMm _mJmodm `m ZmQ>ç{deofm§H$mVyZ KoVbm Jobm Amho.
àm`mo{JH$ ZmQ>H$m§{df`rÀ`m `m àým§Mm _mJmodm KoÊ`mgmR>r ^maVmVrb Am{U ^maVm~mhoarb ZmQ>çàm§VmV g_mZ
àH$maMo H$m_ H$aUmao ZmQ>çH$_u `m§Zm Amåhr Am_§{ÌV Ho$bo hmoVo. ^maVmVrb _amR>r àm`mo{JH$ ZmQ>H$mbm dmhÿZ KoVbobr
_w§~B©Mr ZmQ>çg§ñWm "Am{dîH$ma' `m g§ñWoMo AÜ`j, g§ñWmnH$gXñ` d gyÌYma lr. AéU H$mH$So> Va A_o[aHo$Vrb
àm`mo{JH$ ZmQ>H$mbm dmhÿZ KoVbobo g°Z\«$mpÝgñH$mopñWV "X H$qQ>J ~m°b {WEQ>a'Mo AÜ`j d g§ñWmnH$ lr. am°~ _obamoO
`m§À`m _wbmIVr Amåhr KoVë`m.
ZmQ>H$H$mamÀ`m _ZmV ZmQ>H$ H$go OÝ_Vo, Ë`m ZmQ>ç~rOmbm gmH$ma H$aVmZm H$em d H$moUË`m à{H«$`m KS>VmV `mMm
emoY KoÊ`mÀ`m Ñï>rZo _amR>rVrb à{gÕ àm`mo{JH$ ZmQ>H$H$ma lr. AÀ`wV dPo `m§Mr _wbmIV Am{U lr. M§. à. Xoenm§So>
VgoM Zm`Oo[a`mVrb à{gÕ ZmQ>H$H$ma lr_Vr Á`w{b`mZm AmoI `m§Mo boI `m A§H$mV g_m{dï> AmhoV.
àm`mo{JH$ a§J^y_rgmR>r {dXoemV H$m_ H$aUmè`m H$mhr g§ñWm§À`m g§ñWmnH$ g§MmbH$m§Mo a§J^y_r{df`H$ H$m`© _amR>r
Aä`mgH$m§Zm CnbãY H$ê$Z XoÊ`mÀ`m Ñï>rZo à{gÕ nmo{be ZmQ>çH$_u OoPu J«moQ>m°ìñH$s øm§À`m nmgyZ àoaUm KoD$Z Amnbr
ñdV§Ì AmoiI {Z_m©U H$aUmao A_o[aHo$Vrb "n°am{WEQ>a'Mo g§MmbH$, A{^ZoVo d {X½Xe©H$ lr.A°ÝQ>oamo A°br øm§À`m
H°${b\$mo{Z©`mVrb ~H©$br `oWrb "n°am{WEQ>a'darb àXrK© _wbmIV, OnmZÀ`m à{gÕ nma§n[aH$ Zmoh² Am{U Š`moJoZ a§J^y_rMo
ñdê$n d n¡by g_OyZ XoUmar Am{U `m nma§n[aH$ OnmZr a§J^y_rda àm`mo{JH$Vm AmUÊ`mÀ`m à`ËZmda ~oVbobr g°Z\«$mpÝgñH$mo
`oWrb "{WEQ>a Am°\$ `wJoZ'À`m g§ñWmnH$, ZmQ>ç{X½Xe©H$ d A{^ZoÌr lr_Vr `w[aH$mo S>moB© `m§Mr àXrK© _wbmIV `m XmoZ
àXrK© _wbmIVr `m A§H$mV g_m{dï> AmhoV.
`m XmoZ g§ñWmg§MmbH$m§À`m _wbmIVt{edm` OnmZ_Yrb "The Mansaku-no-Kai Kyogen Company'
`m H§$nZrMo g§MmbH$ d OnmZMo "Z°eZb {bpìh§J Q´>oPa' Agboë`m lr. _mZgmHy$ Zw_moam øm§Mrhr _wbmIV `m A§H$mV
g_m{dï> Amho. _mÌ nwaoem doioA^mdr {Xbobr CÎmao WmoS>Š`mV AmhoV. B§J«OrVrb àý d OnmZr ^mfoVrb CÎmao _wÔm_ \$moQ>mo
ê$nmV N>mnbr AmhoV. lr_Vr `waoH$mo S>moB© øm§Zr `m OnmZr ^mfoVrb CÎmam§Mm Omo AZwdmX A_o[aHo$VyZ H$ê$Z nmR>dbm Vmohr
_yi _wbmIVrZ§Va {Xbm Amho.
ZmQ>H$mVrb g§JrVmer g§~§{YV AgUmè`m {dXoemVrb XmoZ _wbmIVrhr `m A§H$mV AmhoV.
_wbmIV XoUmao XmoÝhr H$bmd§V AJXr ~mbnUmnmgyZ g§JrVmer g§~§{YV AmhoV. XmoKohr A_o[aHo$Vrb AgyZ lr_Vr
noO am°Og© `m g°Z\«$mpÝgñH$moVrb "H$qQ>J~m°b {WEQ>a'À`m g§ñWmnH$m§n¡H$s EH$ AgyZ A{^ZoÌr d {X½X{e©H$mhr AmhoV.
ZmQ>H$ Am{U g§JrV `m§À`m ZmË`mdarb Ë`m§Mo {dMma _wbmIVrVyZ àH$Q> Pmbo AmhoV.
A_o[aH$Z _yi a{hdmem§Mo ñdV…Mr AmoiI AgUmao d¡{eï²>`nyU© g§JrV Amho. ñdV…Mr dmÚo AmhoV. nmUr AgUmam
"S´>_' ho _mohm°H$ `m A_o[aH$Z _yi a{hdmem§À`m dmÚm§Vrb d¡{eîQ>çnyU© dmÚ. Vo dmOdÊ`mV {ZnwU Agbobm d AZoH$
Xoem§V S´>_ dmOdÊ`mMo H$m`©H«$_ H$aUmam ZmdmObobm _mohm°H$ S´>_a lr. Ho$Zr n{H©$Ýg `mMr _wbmIVhr `m A§H$mV g_m{dï>
Amho. `m {deofm§H$mÀ`m {Z{_ÎmmZo A_o[aH$Z _yi a{hdmer AgUmè`m EH$m S´>_dmXH$mMr _wbmIV Am{U Mystical
Abyss `m àm`mo{JH$ ZmQ>H$mVrb Ë`mÀ`m g§JrVmMm gh^mJ `mMm n[aM` ^maVr` dmMH$m§Zm H$Xm{MV àW_M hmoUma Agy
eHo$b.
_amR>rVrb n{hbo àm`mo{JH$ ZmQ>H$ åhUyZ Vmam dZmago øm§Mo "H$jm' ho ZmQ>H$ AmnU H$m _mZVmo `mMm emoY KoUmam
boI _amR>rVrb à{gÕ àH$meH$ d ZmQ>çmä`mgH$ lr. am_Xmg ^Q>H$i øm§Zr Img `m ZmQ>ç{deofm§H$mgmR>r {b{hbm
Amho.
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lr_Vr à{V_m Hw$bH$Uu øm _amR>rVrb Aä`mgy {X½Xe©H$. ZmQ>ç{X½Xe©H$mÀ`m _ZmV ZmQ>H$ H$go AmH$mambm `oV
AgVo ho OmUyZ KoÊ`mÀ`m Ñï>rZo Am{U ZmQ>çjoÌmVrb Ë`m§À`m H$m`m©da àH$me Q>mH$Ê`mÀ`m Ñï>rZo lr_Vr Hw$bH$Uu øm§Mr
KoVbobr _wbmIV `m A§H$mV g_m{dï> Amho.
A{^ZoVm/A{^ZoÌr ho Ooìhm A{^Z` H$aVmV Voìhm Ë`m§À`m _ZmV Vr ^y{_H$m H$er AmH$maV AgVo `mMm emoY
KoÊ`mMm à`ËZ H$aUmam boI ZmQ>ç-{MÌnQ> A{^ZoÌr lr_Vr JrVm§Obr Hw$bH$Uu øm§Mm Amho.
^maVmVrb a§J^y_rbm àmMrZ na§nam Amho. hr a§J^y_r nwae
o r geº$hr Amho. åhUyZ ^maVm~amo~a {dXoem§Vhr ^maVmVrb
ZmQ>H$m§Mo à`moJ hmoV AgVmV. ^maVr` ZmQ>H$m§Mo A_o[aHo$V à`moJ H$aUmao ^maVr` a§J^y_rMo A_o[aHo$Vrb à»`mV Aä`mgH$
d ZmQ>ç{X½Xe©H$ S>m°. \$mbu [aM_§S> `m§Zr ^maVmVrb g§ñH¥$V d _amR>r ZmQ>Ho$ A_o[aHo$V gmXa H$aVmZm H$m` à`moJ Ho$bo,
doe^yfm H$moUË`m dmnaë`m, _wIdQ>o H$go dmnabo, hr ZmQ>Ho$ gmXa H$aVmZm Ë`m§Zm H$moUË`m AS>MUr Amë`m, Ë`mVyZ _mJ©
H$mT>rV Jobr nmM XeHo$ A_o[aH$Z H$bmH$mam§Zm KoD$Z Vo à`moJ H$go gmXa H$aVmV `mMm VnerbnyU© AmT>mdm KoUmam boI
`m A§H$mV Amåhr dmMH$m§Zm d Aä`mgH$m§Zm CnbãY H$ê$Z {Xbm Amho.
a§J^yfm, doe^yfm, àH$me`moOZm ho ZmQ>çmW©dÕ
¥ rMo _hÎdmMo Cnm` AmhoV. ZmQ>çgmXarH$aUmÀ`m à{H«$`oV a§J^yfmH$ma,
doeg§H$ënH$ Am{U àH$me`moOZmH$ma `m§À`m _ZmV ZmQ>H$mVrb nmÌm§À`m a§J^yfm d doe^yfm H$em gmH$maV AgVmV Am{U
àH$me`moOZmH$mamÀ`m _ZmV N>m`m-àH$memMm Cn`moJ H$ê$Z KoUo H$go OÝ_V AgVo `mMm emoY KoUmao boI `m A§H$mV
AmhoV. `m Cnm`m§Mm à^mdr d Am¡{MË`nyU© dmna H$ê$Z KoÊ`mgmR>r Ë`m§Zm H$go à`ËZ H$amdo bmJV AgVmV `mda àH$me
Q>mH$Umao boI {b{hÊ`mgmR>r Amåhr _amR>r a§J^y_rdarb à{gÕ a§J^yfmH$ma lr. à^mH$a ^mdo, doeg§H$ënH$ lr_Vr ZraOm
nQ>dY©Z Am{U AZoH$ XoemV OmD$Z àH$me`moOZm H$aUmè`m A_o[aHo$Vrb à{gÕ àH$me`moOZmH$ma S>m°. H°$Wr n{H©$Ýg `m§Zm
`m {df`m§da `m A§H$mV {b{hÊ`mgmR>r Amåhr Am_§{ÌV Ho$bo Amho.
EImXr Var àË`j ZmQ>çH¥$Vr `m A§H$mV Agmdr, ZmQ>çH¥$VrÀ`m a§J_§Mr` Am{dîH$mamV gh^mJr AgUmè`m
A{^ZoË`mMo _ZmoJV OmUyZ ¿`mdo, Ë`m ZmQ>çH¥$VrMr g_rjm, Am{U ZmQ>ç{df`H$ VmpÎdH$ MMm© H$aUmao boIZ {deofm§H$mV
Agmdo Agmhr `moOZoMm EH$ ^mJ hmoVm. Ë`mZwgma A_o[aHo$Vrb à{gÕ àm`mo{JH$ ZmQ>H$H$ma [aMS©> \$moa_Z øm§À`m ZmQ>H$m§darb
g_rjm {b{hÊ`mgmR>r A_o[aHo$Vrb ZmQ>çg_rjH$ àmo\o$ga {H$å~bu O°Z°amoZ `m§Zm Amåhr {b{hÊ`mMr {dZ§Vr Ho$br hmoVr.
Ë`m_wio A_o[aH$Z à»`mV àm`mo{JH$ ZmQ>H$H$mamÀ`m ZmQ>H$mamdarb g_rjm `m {deofm§H$mÀ`m dmMH$m§Zm Am{U Aä`mgH$m§Zm
CnbãY H$ê$Z XoVm Ambr.
OnmZ_Yrb nma§n[aH$ Zmoh² d Š`moJoZ ZmQ>çna§nam Am{U `mVrb àm`mo{JH$Vm {deX H$aUmar lr_Vr `waoH$m S>moB©
`m§Mr àXrK© _wbmIV, Ë`m na§naoVrb Tsukimi-Zato `m OnmZr Š`moJoZ ZmQ>H$mÀ`m àË`j à`moJmÀ`m doir B§J«OrVyZ
Xe©{dë`m Joboë`m g~ Q>m`Q>ëgMm _amR>r AZwdmX, Ë`m ZmQ>çà`moJmdarb ^mî` Am{U ZmQ>H$mMo {dûcofU H$aUmam S>m°.
AéU à^wUo `m§Mm g_rjmË_H$ boI VgoM Ë`m ZmQ>H$mMo {X½Xe©H$ d OnmZ_Yrb à»`mV A{^ZoVo lr. _mZgmHy$ Zw_moam
øm§Mr _wbmIV øm MmèhtZm Amåhr hoVynyd©H$ øm {deofm§H$mV g_m{dï> Ho$bo Amho. OnmZÀ`m ZmQ>çna§naoMm Am{U ZmQ>H$mMm
EH$Ì {dMma H$aÊ`mg Aä`mgH$ d g§emoYH$ øm§Zm ømMr _XV hmoD$ eH$Vo Ago dmQ>ë`mZo `m {df`mdarb _wbmIV,
ZmQ>H$ d Ë`mdarb g_rjm `m gdmªZm `m A§H$mV Amåhr ñWmZ {Xbo Amho.
órdmX Am{U àm`mo{JH$ ZmQ>H$ `mdarb boIZ `m A§H$mV Agmdo Ë`m_wio AmOMm órdmX ZmQ>ç{dMma H$gm H$aVmo
ho `m A§H$mÛmam ZmQ>çmä`mgH$m§Zm CnbãY hmoD$ eHo$b Ago dmQ>ë`mZo a§J^y_rÀ`m Aä`mgH$ Agboë`m {~«Q>ZÀ`m à{gÕ
ZmQ>çg_rjH$ S>m°. BboZ A°ñQ>Z `m§Mm órdmXr VmpÎdH$ g_rjmË_H$ MMm© H$aUmam boI Am{U àË`j {ó`m§Mo àý _m§S>Umam
d Ë`mVyZ ñdV…Mo ZmQ>H$ H$go {gÕ hmoVo `mMm emoY KoUmam à{gÕ Zm`Oo[a`Z ZmQ>H$H$ma lr_Vr Á`y{b`mZm AmoI `m§Mm
boI Amåhr `m A§H$mV g_m{dï> Ho$bm Amho.
& ~mam & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç{deofm§H$ &

{dXoemVrb d ^maVmVrb H$mhr àm{V{Z{YH$ àm`mo{JH$ a§J^y_tMo ñdê$n ñnï> H$aUmao Am{U Ë`m§Mo AmOdaMo H$m`©
`m§Mm n[aM`mË_H$ AmT>mdm KoUmao boIhr `m A§H$mV Aä`mgH$m§Zm CnbãY H$ê$Z XoÊ`mÀ`m `moOZoZgw ma àm`mo{JH$ ZmQ>H$m§Vrb
AJ«JÊ` Agboë`m AZoH$ a§JH$_vMo àoaUmñWmZ Agboë`m OoPu J«moQ>m°ìñH$r `m§À`m ~amo~a H$m_ H$aUmao lr. E`w{hZmo ~m~m©
`m§À`m ghH$m`m©_i
w o àmo\$o ga E[aH$ p¼ñQ>m\° $g©Z d AZ°{bg Iwb_Z `m§Zr `m ZmQ>ç{deofm§H$mgmR>r {b{hbobm boI dmMH$m§gmR>r
CnbãY hmoD$ eH$bm Amho. Amo{S>Z {WEQ>aMo g§ñWmnH$ Agboë`m lr. ~m~m© `m§À`m a§J^y_r{df`H$ H$m`m©Mm AmT>mdm
KoUmam àmo\o$ga E[aH$ p¼ñQ>m°\$g©Z øm§Zr boImMm n{hbm ^mJ {b{hbm AgyZ Amo{S>Z {WEQ>aÀ`m V\}$ a§J_§Mmda Amboë`m
X H«$m°{ZH$ bmB©\$ `m ZmQ>H$mMo àmo\o$ga AZ°{bg Iwb_Z øm§Zr Ho$bobo {dûcofU Xþgè`m ^mJmV Ambo Amho. Ë`m_wio
AmOÀ`m "AmoS>rZ' {WEQ>ada àH$me nSy> eH$Uma Amho.
^maVmVrb d {dXoem§Vrb àm`mo{JH$ a§J^y_rÀ`m dmQ>MmbrMm AmT>mdm KoUmao boI `m A§H$mV AgUo Amdí`H$
dmQ>ë`mZo ñnoZ_Yrb H°$Q>b
° mo{Z`m a§J^y_rMr AmOdaMr dmQ>Mmb Am{U pñWË`§Vao `m§Mm n[aM` H$ê$Z XoUmam S>m.° e°aZ
\o$ëS>_Z `m§Mm boI, _amR>r àm`mo{JH$ a§J^y_rMr AmOdaMr dmQ>Mmb, `m dmQ>MmbrVrb _hÎdmMo Q>ßno Am{U Ë`mdarb H$mhr
{ZarjUo Zm|XdUmam ZmQ>çg_rjH$ S>m.° AO` Omoer `m§Mm àXrK© boI `m A§H$mV g_m{dï> Amho. ^maVmVrb qhXr a§J^y_rÀ`m
g§X^m©V XmoZ boI `m A§H$mV AmhoV. ^maVmVrb BVa ^mfm§_Yrb a§J^y_r§Mm {dMma H$aVm qhXr a§J^y_r A{YH$ à`moJerb
H$er Amho Am{U qhXr àm`mo{JH$ a§J^y_rMr {deofVm H$emV Amho `mMo {ddoMZ H$aUmam n{hbm boI {X„rÀ`m "Z°eZb
ñHy$b Am°\$ S´>m_m'Mo _mOr g§MmbH$ d à{gÕ ZmQ>çH$_u lr. Xod|Ð amO A§Hw$a `m§Mm AgyZ Xþgam boI ^maVmVrb {d{dY
àm§VmV qhXr a§J^y_rda AmOda hmoV Ambobo _hÎdmMo à`moJ {deX H$aUmam S>m.° dgwYm ghó~wÕo `m§Mm Amho. H$ÞS> àm`mo{JH$
a§J^y_rMm d _hÎdmÀ`m H$ÞS> ZmQ>H$m§Mm AmT>mdm KoUmam d n[aM` H$ê$Z XoUmam àm. S>r. Eg². Mm¡Jbo `m§Mm boI `m A§H$mV
Aä`mgH$m§gmR>r CnbãY Amho.
àm`mo{JH$ ZmQ>H$m§Mo à`moJ _w»`V… eham§nwaVoM _`m©{XV amhÊ`mMr ^rVr AgVo. àm`mo{JH$ ZmQ>H$mMr "Midi'
~ZÊ`mgmR>r `m ZmQ>H$m§Mo à`moJ ehar ^mJm~amo~aM J«m_rU ^mJmVhr hmoV amhUo, Ë`mVyZ àm`mo{JH$ ZmQ>çMidirbm àoaUm
{_iUo Am{U J«m_rU ^mJmVrb a{gH$m§Mr A{^éMr KS>Uo Amdí`H$ AgVo. Ë`mgmR>r àm`mo{JH$ ZmQ>H$m§Mo à`moJ J«m_rU
^mJmV hmoUo JaOoMo AgVo. `m Ñï>rZo àm. àgmX dZmago øm§Zr "a§JdY©Z' ZmQ>ç_hmoËgdmÀ`m _mÜ`_mVyZ H$mhr df} _hmamï´>mV
à`ËZ Ho$bm. AZoH$ Jmdm§_Ü`o Aer ZmQ>Ho$ AmVm Ho$br OmV Agë`m_wio H$Xm{MV Aem à`ËZmMr AmO Oar VoìhT>r JaO
Zgbr Var Aem à`ËZmMo _mob {Z{üV Amho. ho bjmV KoD$Z Amåhr lr. dZmago øm§Zm ZmQ>ç{deofm§H$mgmR>r `m g§X^m©V
boI XoÊ`mMr {dZ§Vr Ho$br. hm boI Amåhr dmMH$m§Zm CnbãY H$ê$Z XoV AmhmoV.
`m àH$mao Am{e`m, A_o[aH$m, `wamon, Am{U Am{\«$H$m `m Mma I§S>m§Vrb {d{dY d¡{eîQ>çm§Zr `wº$ AgUmè`m
a§J^y__t g§X^m©Vrb 9 Img _wbmIVr Am{U ZmQ>çjoÌmVrb d ZmQ>çg_rjm àm§VmVrb _mÝ`dam§Mo 17 boI Agm _hÎdnyU©
d g§X^©_yë` AgUmam _OHy$a `m ZmQ>ç{deofm§H$mV Amåhr dmMH$, Aä`mgH$ Am{U g§emoYH$ `m§Zm CnbãY H$ê$Z {Xbm
Amho.
_wbmIVr Am{U boI `m§Vrb _OHw$amer g§~{§ YV Agbobo a§JrV 24 Va H¥$îUYdb 30 Aer EHy$U 54 N>m`m{MÌohr
Amåhr à`ËZnyd©H$ {_idyZ `m A§H$mV g_m{dï> Ho$br AmhoV.
àm`mo{JH$ ZmQ>H$mÀ`m A{YH$m{YH$ n¡by§Zm g_OyZ KoUo eŠ` ìhmdo åhUyZ H$moUË`mhr boIH$mda n¥ð>_`m©XoMo ~§YZ
Amåhr KmVbo ZìhVo. n[aUm_V… {Z`VH$m{bH$mÀ`m `m A§H$mZo ~¥hV² J«§WgÑe ê$n YmaU H$aUo ñdm^m{dH$M hmoVo. `m
A§H$mMo J«§WgÑe ê$n bjmV KoVm Am_Mm hoVy gmÜ` Pmë`mMo g_mYmZ XoUmam hm A§H$ Amåhr {gÕ H$ê$ eH$bmo Ago
dmQ>Vo; nU Ë`m_wio `m dfm©Vbm hm EH$M A§H$ Owb¡ Vo _mM© Aem ZD$ _{hÝ`m§Mm EH${ÌV AgUmam Agm OmoS>-A§H$ H$amdm
bmJbm Amho. VrZ A§H$m§Mm hm EH$mM A§H$ H$m Pmbm ho dmMH$ g_OyZ KoVrb Aer Amem Amho.
& Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 ZmQ>ç{deofm§H$ & Voam &

àm`mo{JH$ a§J^y_rÀ`m g§X^m©V {dXoem§V AmO H$m` Mmbbo Amho ho Ogo ^maVmVrb dmMH$-Aä`mgH$m§Zm g_Obo
nm{hOo VgoM ^maVmVrb àm`mo{JH$ a§J^y_r~m~V {dXoemVrb dmMH$-Aä`mgH$m§Zmhr g_Obo nm{hOo Agmhr EH$ CÔoe `m
{deofm§H$ {gÕr_mJMm Amho. AWm©VM `mgmR>r B§J«Or Am{U _amR>r Aem Ho$di XmoZ ^mfm§V hm A§H$ AgyZ MmbUma ZìhVo
Va B§J«OrVrb gd© boIZmMm WmoS>Š`mV {XemXe©H$ gmam§e _amR>rV Va _amR>rVrb gd© boIZmMm gmam§e B§J«OrV XoUo JaOoMo
hmoVo. hr _moR>r O~m~XmarMr Am{U H$ï>mMr Jmoï> hmoVr. hm ZmQ>ç{deofm§H$ {gÕ H$aÊ`mÀ`m à{H«$`oV gwédmVrnmgyZ gh^mJr
Agboë`m ì`mg§Jr a{gH$ ZmQ>çmä`mgH$ S>m°. í`m_bm dZmago `m§Zr hr O~m~Xmar AmZ§XmZo ñdrH$maë`mZo Amåhmbm
Am_Mr `moOZm am~dUo gwH$a Pmbo. `m_wio {dXoer d na^mfr Aä`mgH$m§Zm Am{U B§J«Orer \$magm g§~§Y `oV Zgboë`m
_amR>r dmMH$m§Zm àË`oH$ boImMm Ame` g_OÊ`mgmR>r Am_À`m `m `moOZoMm Mm§Jbm Cn`moJ hmoD$ eHo$b Ago dmQ>Vo.
Amnbo Aä`mgàH$ën H$mhr H$mi ~mOybm R>oD$Z S>m°. dZmago `m§Zr Amåhmbm Oo ~hþ_mob ghH$m`© Ho$bo Ë`m~Ôb Ë`m§Mo
_Z…nyd©H$ Am^ma.
{Z`VH$m{bH$mMm hm ~¥hV² OmoS>-A§H$ {gÕ H$aÊ`mgmR>r ^maVmVrb Am{U {dXoemVrb AZoH$ _mÝ`da d gwöX
øm§Mr _mobmMr _XV Pmbr. `m A§H$mgmR>r ^maVmVrb Am{U {dXoem§Vrb Á`m ZmQ>çH$_vZr d Aä`mgH$m§Zr Amnbm
~hþ_mob doi IM© H$ê$Z àXrK© _wbmIVr {Xë`m, Aä`mgnyU© d g§emoYZna boI {b{hbo Am{U ZmQ>H$m§Vrb \$moQ>mo CnbãY
H$ê$Z {Xbo Ë`m gd© _mÝ`dam§Mo Amåhr Am^mar AmhmoV.
"{WEQ>a Am°\$ `wJoZ'À`m g§ñWmnH$ lr_Vr `waoH$mo S>moB `m§Mo nVr lr. Om°H$ dm°H$a `m§Zr doimV doi H$mTy>Z Amåhmbm
"{WEQ>a Am°\$ `wJoZ'Zo gmXa Ho$boë`m ZmQ>H$m§Vrb \$moQ>mo S>rìhrS>rda CnbãY H$ê$Z {Xbo. Ë`m§Mo {deof Am^ma.
"Am{dîH$ma' `m ZmQ>çg§ñWoÀ`m g§J«hr "em§VVm H$moQ>© Mmby Amho!' `m à{gÕ ZmQ>H$mMo AmO Ho$di XmoZM \$moQ>mo
CnbãY AmhoV. Vo XmoZ \$moQ>mo Am{U AÝ`hr H$mhr ZmQ>H$m§Vrb \$moQ>mo g§ñWmÜ`j lr. AéU H$mH$So> `m§Zr `m A§H$mgmR>r
CnbãY H$ê$Z {Xbo. Ë`m§Mo {deof Am^ma.
lr. M§. à. Xoenm§So>, lr. àgmX dZmago, lr. {Jare nVHo$ Am{U lr. adtÐ bmIo øm ñZoøm§Zr hm {deofm§H$ {gÕ
H$aÊ`mg doimodoir AZoH$ nmVù`m§da _XV Ho$br. VgoM Ë`m§Zr Ho$boë`m ghH$m`m©_wio ^maVmVrb H$mhr _mÝ`dam§Mo boI
CnbãY hmoD$ eH$bo. Ë`m§Mo Am^ma.
{dXoer a§JH$_vZm Am{U ZmQ>çmä`mgH$m§Zm Va Aja dmL²>_` {df`r H$mhrhr _m{hVr ZìhVr. Ago AgVmZm Am_À`m
{dZ§Vrbm _mZ XoD$Z Ë`m§Zr ~hþ_mob ghH$m`© Ho$bo. åhUyZ Am§Vaamï´>r` nmVirdaMm hm ZmQ>ç{deofm§H$ Amåhr ZmQ>çmä`mgH$m§Zm
CnbãY H$ê$Z XoD$ eH$bmo, {d{dY Xoem§Vrb AmOÀ`m àm`mo{JH$ ZmQ>H$mMo Am{U a§J^y_rMo ñdê$n H$go Amho ho Aä`mgH$m§À`m
g_moa AmUy eH$bmo. An[a{MV AgUmè`m _amR>r {Z`VH$m{bH$mÀ`m `m `moOZogmR>r Amnbm A_yë` doi IM© H$ê$Z
{dXoer _mÝ`dam§Zr àXrK© _wbmIVr {Xë`m Am{U g§emoYZna d Aä`mgnyU© boI {b{hbo. `m gd© {dXoer ñZoøm§Mo Am^ma
_mZmdoV VoìhT>o WmoSo>M AmhoV.
A_o[aHo$Vrb g°Z \«$mpÝgñH$mo `oWo OnmZ_Yrb The Mansaku-no-Kai Kyogen Company Zo TsukimiZato ho OnmZr ZmQ>H$ OnmZr ^mfoVZy gmXa Ho$bo hmoV.o ZmQ>H$mÀ`m Pmboë`m à`moJmÀ`m doir Q>m{o H$`mo (Tokyo) `w{Zìh{g©Q>rÀ`m
ed{Mamo H$dmB© (Shoichiro Kawai) øm§Zr B§JO« r ^mfoVZy AZwdm{XV Ho$boë`m g§dmXmÀ`m nmQ>çm _m°{ZQ>ada àojH$m§gmR>r
Xe©dë`m OmV hmoË`m. H§$nZrÀ`m _°ZOo a lr_Vr {e{_Py (Shimizu) `m§À`m gm¡OÝ`mZo Vo B§JO« r g§dmX Aja dmL²>_` À`m
ZmQ>ç{deofm§H$mV àH$m{eV H$aÊ`mgmR>r CnbãY Pmbo. Ë`m g§dmXm§Mm _amR>rV AZwdmX H$aÊ`mMr d `m ZmQ>ç{deofm§H$mV
àH$m{eV H$aÊ`mMr AZw_Vr ed{Mamo H$dmB© Am{U _°ZOo a lr_Vr {e{_Py `m§Zr {Xbr Ë`m ~Ôb Ë`m§Mo Am^ma.
OnmZÀ`m "Z°eZb {bpìh§J Q´>P
o a' Agboë`m lr. _mZgmHy$ Zw_moam øm§Zr doimVdoi H$mTy>Z _wbmIVrgmR>r {dMmaboë`m
àým§Zm AJXr Ëd[aV CÎmao {bhÿZ nmR>dbr. Ë`m§Mo _Z…nyd©H$ Am^ma.
& Mm¡Xm & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç{deofm§H$ &

lr. _mZgmHy$ Zw_moam øm§À`m _wbmIVrgmR>r {dMmaboë`m B§J«OrVrb àým§Mo Ë`m§Zm OnmZr ^mfoVyZ ZrQ> ñnï>rH$aU
H$ê$Z XoÊ`mV d Ë`m§Zr {Xboë`m OnmZr ^mfoVrb CÎmam§Mm AZwdmX A_o[aHo$VyZ Am_À`mH$So> nmR>dÊ`mV lr_Vr `waoH$mo S>moB©
øm§Mr _moR>rM _XV Pmbr. Ë`m§Mo _Z…nyd©H$ Am^ma.
lr. _mZgmHy$ Zw_moam øm§À`m _wbmIVrgmR>r {dMmaboë`m B§JO
« rVrb àým§Mm OnmZr ^mfoVZy AZwdmX H$ê$Z Ë`m§À`mn`ªV
nmohmoMdÊ`mV lr. CX` à^wUo øm§Mo ñZohr lr. `wB©Mr H$mQ>mo (Yuichi Kato) øm§Mrhr _mobmMr _XV Pmbr. Ë`m§Mo Am^ma.
Tsukumi-Zato ZmQ>H$m§Mo \$moQ>mo The Mansaku-no-Kai Kyogen Company À`m _°ZoOa lr_Vr {e{_Py
(Shimizu) `m§À`m gm¡OÝ`mZo àmá hmoD$ eH$bo. Ë`m§Mo Am^ma.
Aja dmL²>_`Mm A{VWr g§nmXH$ AgUmè`m _bm _mÝ`dam§À`m _wbmIVr KoÊ`mnydu Ë`m§Mo H$m`© Aä`mgyZ àý
V`ma H$amdo bmJbo. Vo àý {dMmaÊ`mgmR>r Am{U boI {bhÿ BpÀN>Umè`m boIH$ _mÝ`dam§Zm boIm§Mo {df` gwM{dÊ`mgmR>r
ñQ>°Z\$S©> `w{Zìh{g©Q>rÀ`m AÚ`mdV J«§Wmb`mVrb J«§Wm§Mm Am{U {Z`VH$m{bH$m§Mm _moR>mM Cn`moJ Pmbm. `m `w{Zìh{g©Q>rZo
_bm pìh{OqQ>J ñH$m°ba åhUyZ g§Yr {Xë`mZo Aja dmL²>_` Mm hm ZmQ>ç{deofm§H$ {gÕ hmoÊ`mg `m àH$mao J«§Wmb`mMm
Cn`moJ Pmbm. A{VWr g§nmXH$ `m ZmË`mZo Am{U Aja dmL²>_` `m {Z`VH$m{bH$mÀ`m dVrZo ñQ>°Z\$S©> `w{Zìh{g©Q>rMo
Am{U J«§Wmb`mMo _Z…nyd©H$ Am^ma.
Am_Mo ñZohr lr. àem§V ViUrH$a øm§Zr "g§nmXH$s`' d "_wIn¥ð>m{df`r...' `m ^mJmMo B§J«OrV ^mfm§Va Ho$bo
Amho. Ë`m§Mo Am^ma.
A_o[aHo$Vrb lr. CX` AéU à^wUo, lr. gË`d«V AéU à^wUo Am{U gm¡. lwVr gË`d«V à^wU øm§Mr àH$ënmV
AË`§V _mobmMr _XV Pmbr. lr. gË`d«VZo A§H$mMr gd© \$m`Zb àw\o$ VnmgyZ _moR>rM _XV Ho$br. {dXoem§Vrb ZmQ>çH$_u
d Aä`mgH$ `m§À`mer g§nH©$ gmYyZ XoÊ`mV CX`Mr _moR>rM _XV Pmbr. AWm©V `mV Ë`mMm IynM doi IM© Pmbm. Oa
CX`Mr _XV ZgVr Va ho {edYZwî` nobUo AdKS> Pmbo AgVo ho {Z{üV!
gm¡. lwVr à^wUo {hZo lr_Vr `waoH$mo S>moB© `m§À`m ghm Vmgm§À`m pìh{S>`mo _wbmIVrMo eãXm§H$Z H$ê$Z {Xbo. B§J«Or
boIZmMo gd© ày\$ VnmgÊ`mV _XV Ho$br. Ë`m_wio Am_Mm Iyn doi dmMbm. Aja dmL²>_` darb AH¥${Ì_ d {Zanoj
ào_mnmoQ>r hr ~hþ_mob _XV Ho$br Agë`mZo Amåhr Ë`m§Mo Am^mar AmhmoV.
H$m°ån-qàQ> H$ënZm àogMo g§MmbH$ lr. AmZ§X bmQ>H$a, S>r.Q>r.nr.Mo H$m_ H$aUmè`m lr_Vr ho_m ~ohoao Am{U AÝ`
H$_©Mmar øm§Zr hm A§H$ H$_r doimV _ohZVrZo {gÕ Ho$bm. Ë`m~Ôb Ë`m§Mo Am^ma.
hm ZmQ>ç{deofm§H$ {gÕ H$aÊ`mÀ`m Am_À`m `m à`ËZmbm _`m©Xm Agë`mMr OmUrd Amåhmbm Amho. EH$ _`m©Xm
Aer H$s _amR>r àm`mo{JH$ ZmQ>çjoÌmV _mobmMo `moJXmZ XoUmè`m H$mhr _mÝ`da ZmQ>çH$_vÀ`m _wbmIVr d boI `m
A§H$mVyZ Oar Amåhr Aä`mgH$m§Zm CnbãY H$ê$Z XoD$ eH$bmo Agbmo Var `m joÌmV H$m`© H$aUmao AmUIrhr ~aoM
_mÝ`da AmhoV `mMr Amåhmbm OmUrd Amho; _mÌ à`ËZ H$ê$Zhr Ë`m§Mo boI CnbãY hmoD$ eH$bo ZmhrV. H$mhr _mÝ`dam§Mr
ghH$m`© H$aÊ`mMr BÀN>m AgyZhr H$mhr H$maUm§_wio Ë`m§Zm doioÀ`m _`m©XoV boI nmR>dUo O_y eH$bo Zmhr. ZonÏ`H$ma
Am{U AÝ` a§JH$_u `m§Mo {dMma `m A§H$mV Amåhr A§V^y©V H$ê$ eH$bmo Zmhr `mMr Amåhmbm OmUrd Amho.
^maVmVrb Am{U {d{dY Xoem§Vrb VgoM {d{dY ^mfm§Vrb AmOÀ`m àm`mo{JH$ ZmQ>H$m§Mm Am{U a§J^y_tMm EH${ÌVnUo
d {dñVmanydH© $ {dMma _m§S>Umam _amR>r dmL²>_`rZ {Z`VH$m{bH$mMm J«W§ gÑe dmQ>b
o BVnV _moR>m A§H$ H$mT>Ê`mMm _amR>rVrb
hm n{hbmM à`ËZ Agmdm Ago dmQ>Vo. hm à`ËZ Aja dmL²>_` À`m dmMH$ Am{U Aä`mgH$ `m§Zm AmdS>ob Aer Amem
Amho.
- S>m°. AéU à^wUo
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Editorial

We are very glad to present this Drama Special issue
of Akshar Wangmay to our readers and researchers.
We had decided to complete this special issue, being
published with the title Experimental Drama: Indian and
International, as a project. There is of course an important
literary reason for the same.
Drama or play is an important and distinctive kind of
literature. It is audio and it is visual. Indian literature has a
meaningful word for it in Sanskrit language:
‘Shravyakavya’, meaning audible poetry. This kind of
literature has the power to give a superior level of pleasure
to both, the readers and the viewers. This is the salient feature
and the distinction of drama or play, vis-à-vis the other kinds
of literature.
Drama is found in all languages in the world. The
theatre at the global level has a long tradition of hundreds
of years. Dramas are presented all over the world, in open
or in closed auditoriums.
Though this important type of literature has been
discussed much and quite seriously till date, we felt it
important to look at how the researchers of drama think
about the present state and dynamics of this literature type
and its experimental form. That was the reason this Drama
Special issue was planned.
Life does not favor stagnancy. Likewise, the creative
literature too, doesn’t favor stagnancy. When the creative
process of literature becomes stagnant, it loses its vitality.
A creatively gifted person dispels this stagnancy with his/
her creativity and achieves a new unique creation. This
creativity fills life in the creative literature. The newness
of the literature is evident through the life experiences,
essence, portrayal of characters, choice of meanings and
the way of expression. In order to lend them a new lively
form, new ways are to be explored. Obviously, this new,
unique creation needs to stay away from the beaten paths.
New experiments are needed. If these experiments prove
successful, the literature is enriched like never before. No
form or type of literature can be an exception to this. The
literary form in which this process doesn’t take place,
survives listlessly for some time and then fades away
gradually. Several forms of ancient Sanskrit and Marathi
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literature like ‘Mahakavya’, ‘Akhyankavya’ as well as 'Teeka Wangmay' are already
a history now.
Would drama too become a ‘history’? Is the process of discovering new ways to
give a lively, new form to drama taking place at all? Is the experimentation that is
necessary on the part of the creators for this, being done? If yes, what is the nature of
these experiments?
We decided to present to the researchers of drama a thought about its experimental,
literary form and its performance which is an outcome of the above process. It was
then decided that we would approach the respected personalities in this field with a
concept and request them to write about it, and speak about it in their interviews.
Through these interviews and articles, perhaps the different aspects of the study of
experimental drama would emerge.
Preparation for this issue kept us tirelessly busy for the past one and a-half year. It
is essential to write briefly about the preparation of this important Drama Special issue.
That would help the readers underst and the original concept around which the interviews
and articles in it are woven and also, why it contains articles of not just the drama
critics but the interviews and articles of the artists who are actually involved in the
theatre as well. And of course, it would help bring out the different aspects of the
experimental drama.
I put forward the idea of an Experimental Drama Special issue of Akshar Wangmay
to its editor Dr. Nanasaheb Suryavanshi. He liked it. Then the editorial board endorsed
the idea. On 14th July 2011, the first meeting in this respect took place at my residence
in Rahul Park. Drama researcher Ms. Shyamala Vanarase, director Mr. Prasad also
known as Vidyanidhi Vanarase and playwright Mr. C. P. Deshpande were present for
this meeting. In the meeting, it was decided that this Experimental Drama Special
issue should not be limited to only Marathi plays. It should be at the national level.
In August 2011, I returned to the US. After I went there I had this nagging thought
that if new ways are being explored to vitalize the drama and new experiments are
done in it the world over, we cannot limit its study to just one country, India and just
one language, Marathi. We need to include more countries, more languages and more
ways of presentation of drama. I felt the necessity to put before the students and
researchers what the dramatists, theatre artists and critics from different countries think
about the process of creation and presentation in drama. I felt we should request the
drama researchers and theatre artists from other countries to write their thoughts and
send them to Akshar Wangmay in the form of articles. I also had a thought of interviewing
some of them and presenting those to the researchers.
While working on this issue we had adopted a plan. According to it, the broad
level subject was decided to be ‘Experimental Drama’ and the theme, ‘Creative Process’.
We drew a plan to develop the content of this issue with focus on ‘Experimental Drama’
as the subject and ‘Creative Process’as the theme.
The creative process in the fields of creative writing and art forms is a deep mystery.
Only a creator can unravel it. Much has been spoken and written about it and writers
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and artists have been discovering and rediscovering it, yet the topic continues to intrigue
and would continue to intrigue people even in future. Our issue based on this topic is
one more of such attempts.
Being the Drama Special, in this issue of Akshar Wangmay we have attempted to
learn about the creative process that takes place in the minds of the writers of
experimental theatre, directors and the other theatre artist elements participating in it.
Here, the creative process behind writing and producing experimental plays has been
probed into. Of course, though that is primarily so, a thought has been given
automatically to the entire creative process of a play. It is for this reason that in some of
the articles, there are thoughts about the entire creative process behind a play.
This isn’t a book. It’s an issue of a literary magazine. It is important to look at the
limitation of number of pages here hence. Therefore, though we have used the term
‘Indian and International’ in the title of this issue, it doesn’t mean ‘experimental drama
in every state of India and every country in the world’. Rather, we have attempted to
make available for the researchers of drama ‘some thoughts about contemporary
experimental drama in some of the Indian languages and in some of the countries’
through articles and interviews on it.
Playwrights, directors, theatre artists, critics and the theatre researchers from the
four continents of Asia, Americas, Europe and Africa have especially written articles
and given interviews for this Drama Special issue and have expressed their thoughts
about the Indian, American, British, Spanish, Danish, Japanese and Nigerian theatres.
They have also sent to us numerous photos in support of their contributions. However,
because of the space constraint, we could make only some of these photos available to
the researchers and readers.
Researchers and theatre artists speaking Marathi, Hindi, Kannada, English, Danish
and Japanese have contributed to this issue. However, the issue is being published only
in Marathi and English languages. The interview in Japanese language especially given
for this Drama special issue, an article especially written in Danish language for this
Drama Special issue titled Odin Teatret in Perspective: A Global Theatre in Denmark,
and the Kannada article titled Kannada Theatre: Some Thoughts, have been translated
into English and Marathi respectively by their authors and have been sent to us for
publication.
For the convenience of the readers, the articles are divided into two sections.
Articles from India are in the first section and the foreign articles are in the second. The
language of the first section therefore, is Marathi and that of the other is English. Even
so, the articles in the first section, by Dr. Ajay Joshi and Prof. Prasad Vanarase are in
English. The objective is to enable non-Marathi speaking Indian readers and those
outside India speaking other languages read the review of the Marathi experimental
drama. Article by Prof. Prasad Vanarase about what and how the efforts have been
taken to take the experimental theatre to the rural areas in Maharashtra is published in
English for this specific purpose.
Brief information about each author has been given with his/her article. For the
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Marathi speaking readers it is in Marathi and for the non-Marathi speaking readers it’s
given in English. Below that information, a summary of the author’s article and interview
is also given in brief.
The objective of a literary critic is to analyze the literary merit of a play and that of
a theatre critic is to scrutinize the merits of the performance of that play. While planning
this special issue the thought was, rather than presenting to the researchers a
monochromatic view about the theatre, we should include in it writings consisting of
the different aspects of a play, taking into consideration the various nuances of the
‘visual poetry’. Therefore, we have involved playwrights, directors, actors, actresses,
make-up artists, music directors, lighting experts, costume designers and critics in the
writing part of this issue. In addition, we have also included in it the founders/directors/
promoters/heads of the theatrical production houses presenting experimental plays.
After it was decided to publish the experimental drama special issue based on the
writings of eminent people in India and at the international level, we had a lot of things
to do. These included to choose and contact such eminent people in India and outside,
to suggest the appropriate topic to those who evinced interest in writing and giving
interviews, to suggest some desired points to them for the article so that it would turn
out as expected, to prepare a questionnaire with due consideration given to the work
and writing of the eminent persons who expressed their wish to be interviewed, while
designing the questionnaire, to include questions about different aspects other than the
theme of ‘creative process’ of the concerned eminent persons as well, so as to have an
insight into their overall literary and theatrical personalities, to make the writers of
experimental plays, production houses doing shows of only experimental plays and the
eminent founders of such institutions speak to gather more information about the
requisite additional information about their lives, to understand the nature of the work
they and their institutions do for theatre and to get an insight into the challenges and
issues facing them. This is broadly the nature of this Drama Special issue. We have
endeavored to unfold the various aspects of the study of experimental plays and theatre
through the articles and interviews in this issue. In this Drama Special issue we have
taken a review of the questions like what is the nature of contemporary experimental
theatre in India and outside it, what kind of work does it do on different stages in the
world, what are the experiments it is doing to enrich the drama, what’s the nature of
these experiments, how is the response of the viewers to these plays, what kind of
relationship exists between a play and its viewers, etc.
We invited theatre artists engaged in similar work in the field of theatre in India
and abroad to deal with these questions about experimental drama. This issue contains
the interviews of Mr. Arun Kakde from India, president, founder member and head of
‘Avishkaar’, a Mumbai based theatre production house dedicated to experimental theatre
and Mr. Rob Melrose, president and founder of San Francisco based The Cutting Ball
Theater, which is dedicated to the experimental theatre in the USA and Mr. Achyut
Vaze, a Marathi experimental theatre playwright. Also there are articles by Mr. C. P.
Deshpande and Nigerian playwright Ms Juliana Okoh.
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With a view to make available to the Marathi researchers the theatre related work
of the founders and directors of some of the foreign production houses working for the
experimental theatre, there are two long interviews in this issue. The first is on
‘Paratheatre’ from Berkeley, California by founder, director and actor of ‘Paratheatre’
in the US, Mr. Antero Alli, who, inspired by the famous Polish theatre artist Jerzy
Grotowski, has created an identity of his own. The second interview is of Ms. Yuriko
Doi, founder of the Theatre of Yugen in San Francisco and a drama director and actress
herself. This interview explains the nature and different aspects of the famous Japanese
traditional theatre Noh and Kyogen and is based on the efforts to bring experimentation
on this traditional stage.
Apart from these two interviews by the two theatre company directors, there is
also an interview included in this issue, by the director of the Mansaku-no-kai Kyogen
Company and the ‘National Living Treasure of Japan’ Mr. Mansaku Nomura. However,
for want of time, his replies to the questions are brief. We have deliberately printed the
questions in English and Mr. Nomura's answers in Japanese in an image form. The
English translation of the Japanese answers, sent by Ms. Yuriko Doi from the US has
been given just after the original interview transcript.
There are two interviews related to the music in plays, from abroad. Both these
artists have been involved in music right since their childhood. Both are Americans –
Ms. Paige Rogers and Mr. Kenny Perkins.
Ms. Paige Rogers, is one of the founders of the San Francisco based The Cutting
Ball Theater and is an actress and drama director as well. Her thoughts about the relation
between drama and music are expressed in her interview.
The Native Americans have a distinctive music of their own. They have their own
musical instruments. ‘Drum with water’ is one of the peculiar musical instruments of
the Mohawk Native Americans. A well-known Mohawk drummer, Mr. Kenny Perkins
is greatly skilled in playing this drum and he has performed in concerts in many countries.
His interview is included in this issue. Through this special issue, perhaps this is the
first time that the Indian readers are getting introduced to a Native American drummer
and the contribution of his music in the experimental play Mystical Abyss.
Ms. Pratima Kulkarni is a studious director in Marathi. Her interview, taken to
understand how a play takes shape in a drama director’s mind and to throw light on her
work in this field, is included in this issue.
Theatre/film actress Ms. Geetanjali Kulkarni has written an article in this issue
exploring the way a role assumes a form in his/her mind when an actor/actress acts on
stage.
Theatre in India has a very long tradition. The theatre here is quite strong as well.
Indian plays are staged in India as well as overseas. In this issue we have made available
to the readers and researchers a detailed review article by Dr. Farley Richmond, drama
director, well-known researcher of Indian theatre in the USA and someone who has
done shows of Indian plays there. In his article he has written in detail about what
experiments he did while staging Sanskrit and Marathi plays in the US, what costumes
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he used, how he made use of masks in them, what kind of issues he faced while doing
the shows and how he has been finding ways to overcome them and continue doing
shows with all American casts over the last five decades.
How does the process of creation of a play take place in the minds of the playwright,
its director and the other theatre artists involved in the performance of the play? How
does the play ‘take birth’ in their minds? What are the processes that take place in the
mind of the playwright before as well as during the actual writing work? Can some
light be thrown on this? How does a script of a written play take shape in the mind of
a director when he/she sets about putting it up on stage? Can the play that a playwright
‘sees’ in his/her mind be the same as what its director ‘sees’ in his/her mind well? If
not, how does it affect the playwright and the play itself? If there indeed is an effect of
it on him/her, what is it like? To explore the creation of a play in the minds of the makeup artists, lighting experts, costume designers in the same way, we decided to make
them write and speak about it. We had decided to try and find out more about the
process of creation of a play in the minds of the eminent theatre artists, through their
personal interviews and by making them write about it.
Make-up, lighting and costume design are important measures in enhancing the
meaning of a drama. This issue contains articles exploring how the make-up and
costumes of the characters take shape in the minds of the make-up artists, lighting
experts and costume designers in the process of actual presentation of the play. To
write about what efforts they have to invest in order to make effective and appropriate
use of these measures, we invited a famous make-up artist of Marathi theatre Mr.
Prabhakar Bhave, costume designer Ms. Neeraja Patwardhan and well-known American
lighting expert Dr. Kathy Perkins, who gives her expert services in this field in many
countries.
That there should be at least one actual play, a piece of criticism and some written
material discussing theory or philosophy of drama in this issue was also a part of our
plan. Accordingly, we had requested American theatre critic Prof. Kimberly Jannarone
to write criticism on the plays by the famous American experimental playwright Richard
Foreman. The result is that we are able to make available to the readers of this special
issue and the researchers, the criticism on the plays by a famous American experimental
playwright.
Along with the extensive interview of Ms. Yuriko Doi explaining the Japanese
Noh and Kyogen theatre tradition and the experimentalism in it, we have made it a
point to include in this issue the Marathi translation of the English subtitles shown in
an actual performance of Tsukimi-Zato, Japanese Kyogen play in that tradition, a
commentary on that performance as well as an article by Dr. Arun Prabhune, critically
analyzing the play, and an interview of Mr. Mansaku Nomura, the director of the play
and the famous actor from Japan. We have included the interview, play, a criticism on it
as well as the interview by its director with a view that it would help the students and
researchers give a composite thought to the Japanese theatre tradition and a play from it.
With the thought that if we include an article on feminism and experimental theatre
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in this issue, it would prove useful to the students and researchers of theatre to know
what the modern feminism thinks about theatre. With that view we have included in
this issue articles by eminent British theatre critic Dr. Elaine Aston and eminent Nigerian
playwright Ms. Juliana Okoh. Dr. Elaine thinks philosophically about the theatre and
her article discusses a feminist philosophical criticism. Ms. Juliana’s article puts forth
the actual issues faced by women and tries to explore how her plays emanate from
them.
As per the plan we wanted to make available to the researchers through this issue,
the articles elaborating on the nature of some representative experimental theatres in
India and abroad and taking a review of their work till date in an introductory form.
Accordingly, there is an article written by Erik Exe Christoffersen and Annelis
Kuhlmann. This article is available to us thanks to the cooperation extended by Mr.
Eugenio Barba, who worked with Jerzy Grotowski - the source of inspiration for many
leading theatre artists in the experimental theatre. Prof. Erik Exe Christoffersen has
written the first part of this article, taking a review of the theatre related work of Mr.
Barba, who is the founder of the Odin Theatre. Prof. Annelis Kuhlman has written the
second half of the article, which consists of an analysis of The Chronic Life, a play
staged by the Odin Theatre.
We felt it necessary to include select articles that would provide an overview of
the journey of Indian and international experimental drama. The issue contains an article
by Dr. Sharon Feldman introducing to us the journey till today and evolution of the
Catalonian theatre in Spain. A long article chronicling the journey of the Marathi theatre
till date, the important milestones in it and some observations about it, written by Dr.
Ajay Joshi, is included. Considering the other language theatres in India, some other
articles are included as well. In case of Hindi drama, the first article by the former
Director of National School of Drama, New Delhi and a well-known theatre artist and
plywright Mr. Devendra Raj Ankur, explains how the Hindi drama is experimental and
its main aspects; and the second an article by Dr. Vasudha Sahasrabuddhe explaining
the important experiments that were done till now in the Hindi theatre in the different
states in India. Also an article by Prof. D. S. Chaugule introducing the Kannada
experimental theatre as well as some significant Kannada plays is included in this
issue.
There is a potential risk of the shows of the experimental theatre remaining confined
to the urban areas or rather the major cities. In order that the experimental theatre
becomes a ‘movement,’ it is quite important that the shows of its plays are done in the
rural areas as well apart from the urban centers, and consistently at that. Also, it is
essential that through such shows, the movement gets its inspiration and develops the
taste for them in the theatre lovers from the rural areas. For this to happen, the shows of
experimental theatre in the rural areas are a must. Prof. Prasad Vanarase has himself
taken efforts in this direction for several years in Maharashtra by organizing the
‘Rangvardhan’ drama festivals. Since such plays are shown in most towns and villages
these days, perhaps efforts of that kind are not required any more. Nonetheless, the
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efforts taken, by him are certainly valuable. Taking this into consideration we requested
Prof.Vanarase to write in this context for the special issue. We are presenting his article
to the readers.
In this way, in this Drama Special issue we have made available to the readers,
students and researchers an important compilation having reference value, consisting
of 9 special interviews and 17 articles of eminent people from the fields of theatre and
theatrical criticism in the context of theatres in four continents of Asia, Americas,
Europe and Africa, specifically the American, British, Spanish, Danish (Odin Teatret),
Japanese and Nigerian theatres.
We have specifically obtained and included 24 color and 30 black-and-white, for
a total of 54, photographs related to the interviews and articles in this issue.
Of course, while planning this theatre special issue, it was very clearly decided
that it would contain at least one translation of an international play which would feel
to be experimental and contemporary in spite of being 700 years old and the
contemporary thoughts in the context of experimental theatre, of the experimental
playwrights, drama directors, artists actually performing on stage, drama critics, founding
heads of drama production houses and theatre artists providing encouragement to the
experimental theatre movement and taking efforts to promote the movement in every
city, town and village. We have collected the content and presented to the students and
researchers the subject in accordance with that plan. In order that more and more aspects
of the experimental theatre are known, we avoided to set any word count limits to any
of the writers. It is quite obvious then, that this issue has assumed the size of a book.
Looking at its size we feel satisfied that we have perhaps achieved what we had set out
to. However, because of that we are constrained to make it a single combined issue for
a period of nine months from July 2012 to March 2012. We hope our readers would
appreciate the reason behind rolling three issues into one in this fashion.
Just as the readers, students and researchers in India must understand what is
happening in the other countries in the context of the experimental theatre, it is also
important that those in other countries understand what is happening in India in that
respect. That also was one of the objectives of this special issue. Understandably, it
wasn’t enough to just publish the articles in Marathi and English languages. It was
essential that the indicative summary of all articles in Marathi was translated into English
and vice versa. That was a huge task in terms of responsibility and the amount of
efforts involved. When a scholarly and discerning researcher of theatre, Dr. Shyamala
Vanarase, who was involved in the process of putting together this issue right since the
first meeting, took the onus on her shoulders happily, that left us free to implement our
plan without much difficulty. Because of her, we feel that the readers from overseas as
well as the Marathi speaking readers not much conversant with English language would
get to understand the essence of each of the articles in this special issue. We sincerely
thank Dr. Shyamala Vanarase for her valuable contribution, even keeping her study
project aside for some time for this purpose.
We have received a great help from many eminent people and friends from India
& Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 ZmQ>ç{deofm§H$ & Vodrg &

and abroad, in compiling this large, composite issue. We are grateful to all the theatre
artists and researchers who spared their valuable time to give extensive interviews,
wrote studied and well researched articles and made photographs of the plays available
to us.
Mr. Jock Walker, husband of Ms. Yuriko Doi, founder of ‘Theatre of Yugen’, in
spite of his busy schedule arranged to give us the photographs from the plays staged by
‘Theatre of Yugen’ on DVD. Special thanks to him for the same.
‘Avishkaar’ had just two photographs of an important Marathi play ‘Shantata
Court Chalu Aahe!’ in its archives. Special thanks to Mr. Arun Kakde, head of
‘Avishkaar,’ for making those rare photographs as well as photographs from some
other plays from his archives for this special issue.
Our close friends Mr. C. P. Deshpande, Mr. Prasad Vanarase, Mr. Girish Patke
and Mr. Ravindra Lakhe helped us time to time and at many levels in seeing this issue
through. Also, articles by some of the eminent people from India could be available
because of the cooperation extended by them. We thank them for their help.
The theatre artists and researchers of drama in other countries were not aware of
Akshar Wangmay, Marathi literary periodical in India. Yet, they extended their valuable
cooperation by honoring our request. Because of that we could present to the researchers
of drama this international level special drama issue on the nature of experimental
plays and experimental theatre in different countries.We cannot thank enough all these
foreigner friends for spending their valuable time to give long interviews and writing
studied and well researched articles for this initiative of a Marathi magazine that was
unknown to them.
The ‘Mansaku-no-Kai Kyogen Company’ from Japan had staged a Japanese play
Tsukimi-Zato in San Francisco in the USA, in Japanese language. At the time of this
show English translation of the dialogues in it was shown to the viewers on a monitor.
The translation was done by Shoichiro Kawai of Tokyo University. With kind courtesy
of Ms. Shimizu, the manager of the Company, the English dialogues could be available.
We thank Shoichiro Kawai and Ms. Shimizu for granting permission to translate the
dialogues into Marathi and publishing them in this Drama Special issue.
Mr. Mansaku Nomura, ‘Living National Treasure of Japan,’ took time out of his
busy schedule and sent his replies to the questions asked in interview to him in written
form, quickly. We thank Mr. Nomura for his cooperation.
We received a great help from Ms. Yuriko Doi, who interpreted carefully the
questions in English for Mr. Mansaku Nomura and in turn, sent us from the US the
English translation of his answers in Japanese language. A special thanks to Ms. Doi.
A friend of Mr. Uday Prabhune, Mr. Yuichi Kato, translated into Japanese language
the interview questions in English for Mr. Mansaku Nomura, and helped us convey the
same. Our thanks to Mr. Yuichi Kato.
We could get the photographs of the play Tsukimi-Zato because of the courtesy
extended to us by the manager of the ‘Mansau-no-Kai Kyogen Company,’ Ms. Shimizu.
Thanks to Ms. Shimizu.
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As the Guest Editor of Akshar Wangmay, before I interviewed the eminent persons
I had to study their work and then prepare specific questions to ask them. The modern,
up to date library of Stanford University in the USA proved to be of great help in that
work and also in suggesting topics for articles to the eminent writers who agreed to
write them.
As a Visiting Scholar at Stanford University, I had access to their extensive library
which helped me significantly towards this project. As the Guest Editor of this special
issue and on behalf of Akshar Wangmay magazine, my sincere thanks to Stanford
University and its library.
Our friend Mr. Prashant Talnikar has translated the Editorial and cover page story
into English. Our thanks go to him for the same.
US based Mr. Uday Arun Prabhune, Mr. Satyavrat Arun Prabhune and Mrs. Shruti
Satyavrat Prabhune were extremely helpful in this project. Mr. Uday Prabhune helped
greatly in establishing contacts with the theatre artists and researchers from other
countries. Naturally, he had to spend a lot of his time towards this project. Without his
help we would have certainly had it difficult in carrying this enormous responsibility
by ourselves!
Mrs. Shruti Prabhune prepared the transcript of the six hour long video interview
of Ms. Yuriko Doi. She also helped in proofreading all the articles in English. Mr.
Satyavrat Prabhune extended his valuable help in proofreading the final draft, and we
are thankful to him for the same. It saved us significant amount of time. These people
extended this valuable help out of their sincere and selfless love for Akshar Wangmay.
We are very grateful to them.
Our thanks go to Mr.Anand Latkar, director of Comp-Print Kalpana Press, Ms.
Hema Behere and others at the press who helped with the printing of this issue.
One of these limitations is that while we could make available to the readers,
students and researchers the interviews and articles of some of the eminent theatre
artists and researchers, who have given invaluable contribution to the Marathi
experimental theatre, there are many more eminent people who are not included. We
are aware of this. However, in spite of our sincere efforts, we couldn’t get their articles.
Some eminent people couldn’t send their articles in time for some reason though they
wanted to cooperate.
We believe this is the first attempt in Marathi, to publish a large, book size issue
of a Marathi literary periodical presenting a composite and detailed thought about the
contemporary experimental plays and theatre in India and abroad as well as in different
languages. We hope readers and researchers would welcome the Drama Special issue
of Akshar Wagmay.
- Dr. Arun Prabhune
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g§nmXH$
•

S>m°. ZmZmgmho~ gy`©d§er, nXì`wÎma _amR>r {d^mJ à_wI,
lr g§V JmS>Jo_hmamO _hm{dÚmb`, bmohm, {O. Zm§XoS>
^«_UÜdZr - 9423655841
E-mail : suryawanshinanasaheb67@gmail.com

_mJ©Xe©H$
•

S>m°. AéU à^wUo
3987, A°pìh¾m°°Z boZ, g°Z hmoOo, H°${b\$mo{Z©`m, A_o[aH$m - 95135.
E-mail : arun_prabhune@yahoo.co.in

A_o[aHo$Vrb g§nH$m©gmR>r - 0014085321683
^maVmV g§nH$m©gmR>r - 9422468062/9881266276

g§nmXH$ _§S>i
•

S>m°. XrnH$ {MÔadma, _amR>r {d^mJ
_hmamï´> CX`{Jar _hm{dÚmb`, CXJra, ^«_UÜdZr- 9421093177
E-mail : deepakrambhau@gmail.com

•

S>m°. gVre H$X_, _amR>r {d^mJ à_wI
{XJ§~aamd q~Xÿ H$bm dm{UÁ` _hm{dÚmb`, ^moH$a, {O Zm§XoS
^«_UÜdZr - 9423331530
ameyakadam95@gmail.com

•

•

•



g§nmXH$ _§S>i

•

S>m°. {edmOramd Xoe_wI
"amO_mMr', 4/18, {dÚmZJa hmD$qgJ gmogm`Q>r, gmobmnya
^«_UÜdZr - 9423067280
S>m°. Ho$ed nmQ>rb, _amR>r {d^mJ
emhra AÊUm^mD$ gmR>o _hm{dÚmb`, _wIoS, {O. Zm§XoS>
^«_UÜdZr - 9403323051
S>m°. {dO` dmaH$S>, _amR>r {d^mJ
_hmË_m \w$bo _hm{dÚmb`, _wIoS>, {O. Zm§XoS>
^«_UÜdZr - 9421485868
S>m°. _. B©. V§Jmdma, _amR>r {d^mJ, lr hmdJrñdm_r _hm{dÚmb`,
CXJra, {O. bmVya. ^«_UÜdZr - 9890065690
E-mail : metangawar2011@rediffmail.com.
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Zì`mZo Pmboë`m dJ©UrXmam§Mr Zmdo



dJ©UrXma

J«§Wnmb, O`H$a J«§Wmb`, nwUo {dÚmnrR>, nwUo
àmMm`©/J«§Wnmb - lrhmdJrñdm_r _hm{dÚmb`, CXJra, {O. bmVya
àmMm`©/J«§Wnmb, H$bm dm{UÁ` _hm{dÚmb`, gmVmam
àmMm`©/J«§Wnmb, g§V OZm~mB© _hm{dÚmb`, J§JmIoS>, {O. na^Ur
J«§Wnmb, hþVmË_m gmd©O{ZH$ dmMZmb`, _waJwS>, Vm. H$mJb, {O. H$moëhmnya
àmMm`©/J«§Wnmb, ê$nmaob H$m°boO, _w§~B©
àmMm`©/J«§Wnmb, lremhÿ _§{Xa _hm{dÚmb`, nwUo
àmMm`©/J«§Wnmb, dg§Vamd H$mio _hm{dÚmb`, T>moH$s, {O. Cñ_mZm~mX
àmMm`©/J«§Wnmb, lr{edmOr H$m°boO, H§$Yma, Zm§XoS>
J«§Wnmb, amUr MÞ_m {dÚmnrR>, ~oiJmd, H$Zm©Q>H$
S>m°. dgwYm ghò~wÕo, R>mUo, _w§~B©
lr_Vr gwb^m Xoenm§S>o, _w§~B©
S>m.° C‚db OJVmn, na^Ur
S>m°. J§JmYa Zm_Jdir, CXJra, {O. bmVya
S>m°. n§{S>V ndma, Zm{eH$
S>m°. lr{Zdmg nm§S>o, Zm§XoS>
àm. XÎmm H$moQ>a§Jo, bmohmam, {O. Cñ_mZm~mX
lr. {dO` ~rS>H$a, H$ma§Oo, {O. gmVmam
lr. `moJoe d¡Ú, M|~ya, _w§~B©
lr. H$a§XrH$a nr.S>r. nwUo
S>m°. _moZm {M_yQ>o, A_amdVr
lr_Vr gw{_Ìm gmoZdUo, h¡Xam~mX
lr. M§ÐH$m§V ^m|Omi, _w§~B©
S>m°. e{eH$m§V gmido, JmoS>Jmd, {O. nwUo
àm. Za|Ð AmaoH$a, Hw$aIoS>m, {O. JS>{Mamobr
S>m°. naewam_ {J_oH$a, Am¡a§Jm~mX
S>m°. _ram Ym§S>Jo, Am¡a§Jm~mX
S>m°. gVre ~S>do, Am¡a§Jm~mX
S>m°. Xmgy d¡Ú, Am¡a§Jm~X
S>m°. AemoH$ Xoe_mZo, Am¡a§Jm~mX
S>m°. gmoZH$m§~io Ho$.Or., OmbZm
S>m°. d¡embr Jmoñdm_r, A§~mOmoJmB©
S>m°. dm_Z OmYd, n§T>anya, {O. gmobmnya
S>m°. {dÚm XodYa, h¡Xam~mX
S>m°. kmZoída dmëhoH$a, KmoS>oJmd, {O. nwUo
S>m°. {dbmg d¡Ú, qhJmobr
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S>m°. ~mbmOr {S>Kmoio, ZioJmd, {O. bmVya
S>m°. gwaoe qeXo, CXJra, {O. bmVya
S>m°. ew^m§Jr nmVyaH$a, nwUo
S>m°. ~mbmOr ZmJ{Q>iH$, Am¡a§Jm~mX
S>m°. gwaoe n¡R>UH$a, Am¡a§Jm~mX
S>m°. O`ÐW OmYd, aoUmnya, {O. bmVya
àm. ~mbmOr R>mHy$a, bmohm, {O. Zm§XoS>
lr. ~miH¥$îU Xo~S>dma, na^Ur
lr. g§O` {MQ>Urg, na^Ur
lr. g§Vmof Zmam`UH$a, na^Ur
àm. nS>K_, na^Ur
S>m°. ZaqgJ H$X_, CXJra, {O. bmVya
S>m°. amOoœa nmQ>rb, CXJra, {O. bmVya
lr. {JarYmar H$X_, bmohm, {O. Zm§XoS>
àm. MìhmU {ddoH$mZ§X, Cñ_mZm~mX
àm. ndma ~mnygmho~, Cñ_mZm~mX
àm. {Xbrn ~So>, Am¡a§Jm~mX
àm. g§^mOr OmYd, C_ar, {O. Zm§XoS>
àm. O`am_ gy`©d§er, bmohm, {O. Zm§XoS>
àm.gm¡. \w$bgmJa Eg.Eg., Cñ_mZm~mX
S>m°. {edmZ§X {Jar, MmHy$a, {O. bmVya
S>m°. {dÚmgmJa nmQ>§JZH$a, ~rS>
S>m°. JUoe _mo{hVo, ~rS>
S>m°. {edmOr OdiJoH$a, bmVya
S>m°. H¡$bmg gmd}H$a, OiJmd

àm. amOeoIa qeXo, gmobmnya
àm. em§Vmam_ Mm¡ao, OiJmd
àm. eÌwYZ \$S>, dgB©, {O. R>mUo
S>m°. d¡OZmW AZ_ybdmS>, Zm§XoS>
S>m°. nr. {dÇ>b, Zm§XoS>
S>m°. n¥ÏdramO Vm¡a, Zm§XoS>
àm. ^JdmZ H$mio, na^Ur
S>m°. _mYd h¡~VH$a, na^Ur
àm. g{MZ IS>H$o , na^Ur
àm. H$hmioH$a gr. E_., _wIoS>, Zm§XoS>
àm. _ZmoO H$ë`mUo Am¡amXemhOmZr, {O. bmVya
àm. am_eoQ>r eoQ>H$ma, Am¡gm. {O. bmVya
àm. gwYra JéS>>, Am¡gm, {O. bmVya
àm. O`àH$me hþ_Uo, bmVya
àm. amOm hmoiHw§$S>o, bmVya
àm. Aßnmamd MìhmU, bmohm, {O. Zm§XoS>
S>m°. _Zmoha ^§S>mar, CXJra, {O. bmVya
àm. _Zmoha ^mbHo$, CXJra, {O. bmVya
àm. gw{Zb {daH$nmio, CXJra, {O. bmVya
àm. Xo{dXmg nmohao, nw`Ur, Zm§XoS>
àm. {edmOr gy`©d§er, Zm§XoS>
àm. ì`§H$Q>r nmdS>o, Zm§XoS>
àm. gmho~amd _bKoS>o, bmohm, {O. Zm§XoS>
àmMm`© S>m°. nwéfmoÎm_ H$mb^yV, damoam, {O. M§Ðnya
S>m°. {gÕmooYZ H$m§~io, Zm§XoS>


A{^Z§XZ !
~mam_Vr `oWo g§nÞ hmoV Agboë`m 93 ì`m A{Ib ^maVr` _amR>r
ZmQ>çg§_obZmÀ`m AÜ`jnXr lr. _mohZ AmJmeo øm§Mr {ZdS>
Pmbr. Aja dmL²>_` n[admamV\}$ A{^Z§XZ !
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^maVr` _mÝ`dam§À`m
_wbmIVr Am{U boI
Interviews & Articles
by
Indian Scholars

lr. Xod|Ð amO A§Hw$a ho {X„rÀ`m "Z°eZb ñHy$b Am°\$ S´>m_m'Mo _mOr
g§MmbH$ hmoVo. ZmQ>ç{ejU, ZmQ>H$H$ma, A{^ZoVm, {X½Xe©H$, ZmQ>çg_rjH$
åhUyZ ZmQ>çjoÌmV lr. A§Hw$a à{gÕ AmhoV.
"H$hmZr H$m a§J_§M' hm EH$ Zdm a§J_§Mr` Am{dîH$ma lr. A§Hw$aOr øm§Zr
ZmQ>çjoÌmV AmUbm. g§nyU© ^maVmVrb H$Wm Am{U H$mX§~è`m§Mr {_iyZ 400
nojm A{YH$ ZmQ>çê$nm§Vao Ë`m§Zr Ho$br.
g§JrV ZmQ>H$ A°H°$S>_rMm à{Vð>oMm nwañH$ma gZ 2003 _Ü`o àXmZ H$ê$Z
Ë`m§Zm Jm¡adÊ`mV Ambo Amho. AmOda Aem àH$maÀ`m AZoH$ nwañH$mam§Zr
lr. A§Hw$aOr øm§Zm gÝ_m{ZV H$aÊ`mV Ambo Amho.



qhXr a§J^y_rMr
nÞmg df]
Xod|Ð amO A§Hw$a

Dr. Devendra Raj Ankur is a name that every student,
every lover of theatre is familiar with. Director of National
School of Drama, this man of several acts has been a teacher,
director, a critic, a playwright and an actor par-excellence.
Having created a completely new genre of Modern Indian
Theatre called KAHAANI KA RANGMANCH, he has
penned over 400 stories and novels in all Indian languages.
He feels that there is nothing in this world better than the
thrill of performing live. A recipient of the Sangeet Natak
Akademi Award in 2003, his depth of knowledge and
breadth of vision is simply immense.
In 1954, the play Agra Bazar written and presented by
Habib Tanvir may be regarded as the first significant
performance after Independence. Two major plays, Jagdish
Chandra Mathur’s Konark and Dharmaveer Bharati’s Andha
Yug, though published earlier, were staged after 1954.
Considering this, Hindi Theatre is in its 6th decade now.
The author identifies two main strands: Lokdharmi and
Natyadharmi, The former being closer to the folk style and
the latter to the sophisticated technically refined style. He
also identifies the various regional theatre developments in
this classification and argues that the strong traditions of
theatre practice have had the support of one or the other
and an audience with developed taste of a certain kind in
different language-regions of India.
Hindi, on the other hand had a more open situation,
and taking full advantage of it, has gone on to develop
several experimental structures and performances, as it kept
on interacting with other languages and staging the
originally Kannada or Marathi plays in Hindi with a search
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for an appropriate idiom. This, according to him, differentiates the Hindi experimental
approach from the other linguistic traditions that carry a weight of their history.
Experiments with performative circumstances were not thinkable for these languages,
conditioned to the proscenium.
The beginning of Hindi theatre on a blank slate was a blessing in disguise. There
was a stronger presence of other languages in interaction as compared with the other
languages, working within their own circles.
The strength of Hindi Theatre is in its open approach to all kinds of experimentation.
Other regional theatres have not stepped out of their mode. The seventies were
characterized in Indian theatre by a search for the classical and the folk styles of
performance. Hindi has maximum number of such try-out performances.
Explaining his position that he does not intend any hegemonic stance vis-à-vis other
language theatres, he goes on to record the facts – their variety and significance as they
occurred on Hindi stage. Fighting some statements that feel unfair, he goes on to show
the spread of Hindi theatre out of the urban centres, the National status for non-Hindi
performances after performing for Hindi audiences, and contribution to Modern Indian
playwriting in Hindi. The Glittering example of Andha-Yug as a deeply significant play
that searches the depths of Indian soul through Mahabharat, as the only example in all
Indian languages over the millennium he argues for the roots of modernity in the
multiplicity of contributors in Parsi theatre, in which scripts written and enacted by
Muslims were directed by Hindu directors, produced by Gujarati Parsis in Urdu language.
He has presented the structural characteristics of Parsi theatre performances in
terms of the use of theatrical devices, plot structures and action units. He emphasizes
the need to understand Parsi theatre in todays’ context and make the present search for
Indian theatre more meaningful and fruitful.

h~r~ VÝdra {b{IV Am{U [X½X{e©V AmJam ~mOma ho 1954 gmbr gmXa Pmbobo ZmQ>H$ ñdmV§Í`mZ§VaMr
n[hbr _hÎdmMr àñVwVr Ag§ _mZb§, Va [h¨Xr a§J^y_rZo 2004 _Ü`o ñdmV§Í`mZ§VaMr Amnbr nÞmg df} Ho$br
Ago åhUVm `oB©b. OJXreM§Ð _mWya `m§M§ H$moUmH©$ Am{U S>m°. Y_©dra ^maVr `m§M§ A§Ym`wJ hr ZmQ>H§$, Ë`m
AmYr, åhUOo AZwH«$_o 1951 Am{U 1952 _Ü`o Oar àH$m{eV Pmbobr Agbr, Var Ë`m§Mo gmXarH$aU 1954
Z§VaM Pmbobo Amho. `m [heo~mZo ^maVr` [h¨Xr a§J^y_r AmO 57 df} nyU© H$ê$Z gmR>rÀ`m C§~aR>çmda C^r Amho.
`m gÎmmdÞ dfmªÀ`m B{VhmgmMm AmT>mdm ¿`m`Mm Pmbm, Va Ë`mV XmoZ ~mOy Amnë`mbm [Xgy eH$VmV. Ë`m
åhUOo bmoH$H$bm§da AmYm[aV bmoH$Y_u Am{U ZmQ>çY_u. `moJm`moJ åhUOo AJXr a§J^y_rÀ`m Ama§^mnmgyZ
^aV_wZtZr gwÕm Amnë`m ZmQ>çemómV `mMm C„oI Ho$bobm Amho. bmoH$Y_u åhUOo ghO, gai X¡Z[§ XZ ì`dhmamer
{ZJ[S>V, Va ZmQ>çY_u åhUOo V§ÌewÕ ì`mH$aUmMo {ZH$f bmdyZ Ho$bobo gmXarH$aU. `m e¡brMo ZmQ>H$H$ma EH$m
~mOybm ^aV|Xÿ, Va XþgarH$S>o O`e§H$a àgmX. [X½Xe©H$mV EH$m ~mOybm h~r~ VÝdra. Va XþgarH$S>o B~«m[h_
AëH$mPr. H$bmH$mam§V EH$m ~mOybm amOoe {ddoH$, aKwdra `mXd, Va XþgarH$S>o _ZmohaqgJ, gwaoIm {gH$ar Am{U
CÎmam ~mdH$a. a§J_§MmÀ`m XmoZ [Xem ñnï> H$aÊ`mgmR>r \$º$ bmoH$Y_u Am{U ZmQ>çY_u Ago XmoZ eãX BWo dmnabo
AmhoV. Ë`m§Mm eãXe: AW© BWo A{^àoV Zmhr, ho bjmV ¿`m`bm hdo. `m g§km \$º$ [h¨Xr a§J^y_rgmR>rM bmJy
& qhXr a§J^y_rMr nÞmg df] & EH$Vrg &

hm[X©H$
!
ew^oÀN>m

nrEM.S>r.gmR>r àdoe Mmby !!!
CMJ University, Shillong (Meghalaya)
 `yOrgr d ^maV gaH$ma _mÝ`Vmàmá {dÚmnrR>.
 g§emoYZ _mJ©Xe©H$ CnbãY.
 H$bm, dm{UÁ`, {dkmZ d ì`dñWmnZ emómVrb gd© {df`m§À`m d nXì`wÎma {dÚmÏ`mªZm
àdoe KoVm `oB©b.
 bmVya eham_Ü`o Aä`mg H|$Ð CnbãY.



B.A., B.Com., B.Sc., B.Ca., B.B.A., MBA, M.A., M.Com., M.Sc., L.L.M.

Am{U BVa H$mog}ggmR>r nXdr d nXì`wÎma àdoe Mmby AmhoV.

g§nH©$ : A{^Zd [S>ñQ>Ýg EÁ`wHo$eZ g|Q>a
A{^Zd JwéHw$b, [abm`Ýg noQ´>mob n§nmg_moa ~meu amoS>, bmVya. _mo. Z§. 09822628014, 9764640611.

hm[X©H$ ew^oÀN>m!
J«m_rU {dH$mg ~hþ. g§ñWm Ûmam g§Mm{bV,

amOfu emhÿ g§ñH$ma H|$Ð, bmVya
H$moH$mQ>oZJa, gyV{_b amoS>, am`JS> _§Jb H$m`m©b`mOdi, bmVya.









B`Îmm 3 ar Vo 10 drÀ`m {dÚmÏ`mªgmR>r.
J{UV, {dkmZ, B§J«Or `m {df`m§À`m {Z`{_V Vm{gH$m.
Xa n§Yam [Xdgm§Zr MmMUr narjm.
ñd`§AÜ``Zmg àmoËgmhZ.
Aja gwYma dJ©.
Am§KmoirgmR>r Ja_ nmÊ`mMr gmo`.
{ejU, {Zdmg d ^moOZ `m§Mr CÎm_ gmo`
{ejUm~amo~aM g§ñH$ma XoUmao bmVya ehamVrb EH$_od {Zdmgr dg{VJ¥h !

g§MmbH$ : àm. í`m_ e|S>Jo, _mo. 9923331993



Jobr gmR> df} àm`mo{JH$ a§J^y_rda H$m`© H$aUmao lr H$mH$So> ho H$bm
emIoMo nXdrYa AmhoV. àm.^mb~m Ho$iH$a øm§À`mH$Sy>Z nmM df}
ZmQ>ç{df`H$ _mJ©Xe©Z Ë`m§Zm àmá Pmbo d Ë`m§À`mH$So>M lr H$mH$So> øm§Zr
à{ejUhr KoVbo.
_w§~B©Vrb "a§Jm`Z' Am{U "Am{dîH$ma' `m XmoZ ZmQ>çg§ñWm§Mo Vo
g§ñWmnH$ gXñ` AmhoV. "Am{dîH$ma' ZmQ>çg§ñWoMo 1971 nmgyZ
AmOVmJm`V nXm{YH$mar AmhoV. 2008 nmgyZ Vo `m g§ñWoMo AÜ`j AmhoV.
`m XmoÝhr ZmQ>çg§ñWm H$m`©aV R>odÊ`mV d Ë`m§Ûmam ZmQ>ç{Z{_©Vr H$aÊ`mV
Ë`m§Mm _moR>m dmQ>m hmoVm. "Am{dîH$ma'~m~V Va AmOhr Amho. "Am{dîH$ma'
V\}$ hmoUmè`m ZmQ>ç{Z{_©VrMo Vo AmOhr gyÌYma AmhoV.
"N>{~bXmg' àm`mo{JH$ ZmQ>çMidi gwê$ H$aÊ`mV Am{U Vr
MmbdÊ`mV Ë`m§Mo _hÎdmMo `moJXmZ Amho. AR>am df} hr Midi
MmbdÊ`mV Vo H$m`©aV hmoVo. ZmQ>Ho$, EH$m§{H$H$m, XrKmªH$, H$mX§~è`m, H$Wm,
b{bV JÚ Am{U H${dVm Aem dmL²>_`ê$nm§Mm a§J_§Mr` Am{dîH$ma
H$aUmè`m 200 àm`mo{JH$ à`moJm§Mr {Z{_©Vr H$aÊ`mV Am{U Ë`m§Mo Odi
Odi 5000 à`moJ H$aÊ`mV Ë`m§Mm _hÎdmMm dmQ>m Amho. 29 df} à{Vdfu
gmVË`mZo Zì`m ~mbH$bmH$mam§À`m g§MmV gmXa Ho$ë`m OmV Agboë`m "XþJm©
Pmbr Jm¡ar' `m ~mbZ¥Ë`ZmQ>çmÀ`m à`moJm§À`m {Z{_©VrV Am{U Vr ZmQ>çH¥$Vr
{Od§V R>odÊ`mV Ë`m§Mm _hÎdmMm dmQ>m Amho.
_hmamï´> emgZmMm gm§ñH¥${VH$ nwañH$ma, CÎm_ JwUrOZ nwañH$ma, gømÐr
XÿaXe©Z dm{hZrMm ZmQ>çaËZ nwañH$ma, Pr XÿaXe©Z dm{hZrMm OrdZ Jm¡ad
nwañH$ma AmXr nwañH$mam§Zr Ë`m§À`m OrdZH$m`m©bm Jm¡adbo Jobo Amho.
_amR>r ZmQ>çdmL²>_`mÀ`m B{VhmgmV àm`mo{JH$ ZmQ>H$m§À`m g§X^m©V
"N>{~bXmg Midir'Mo AË`§V _mobmMo H$m`© Amho. `m ZmQ>çMidirbm
OÝ_ XoÊ`mÀ`m `moOZoV gh^mJr Agbob,o àË`j H$m`© H$aUmao Am{U AmOhr
àm`mo{JH$ ZmQ>H$m§À`m {Z{_©VrMo EH$ gyÌYma Agbobo lr.AéU H$mH$So> C\©$
H$mH$So> H$mH$m ho Joë`m gmR> dfmªnmgyZ àm`mo{JH$ ZmQ>H$m§À`m MidirVrb
EH$ _hÎdmMo a§JH$_u AmhoV.
"N>{~bXmg'nyd© _amR>r ZmQ>H$, "N>{~bXmg'Mm OÝ_, "N>{~bXmg'À`m
H$mimVrb _amR>r ZmQ>H$, "N>{~bXmg'MidirMo ñdê$n d H$m`© Am{U `m
àm`mo{JH$ ZmQ>çMidirMo `moJXmZ `m _wÔçm§M
§ m VnerbnydH© $ {dMma H$aUmar
lr.AéU H$mH$So> øm§Mr hr _wbmIV:

lr. AéU H$mH$S>o
`m§Mr _wbmIV

Lifetime Devotion to Experimentation
Interview with Mr. Arun Kakade

_wbmIVH$ma
S>m°. AéU à^wUo

by Dr. Arun Prabhune
This interview details the situation, the work, the state
of infrastructure and the attempts to build and sustain

amateur experimental theatre in Marathi. This was a non-profit, non-professional, group
of enthusiasts in Mumbai, interested in discovering the art of theatre and its devices. It
started roughly by the middle of the last century.
Here is a person, now eighty years old, quoting from memory. While it is a personal,
anecdotal account of how this individual worked to bring his passion for theatre to the
audiences, it is also a historical account of the cultural ways in which organizations
worked in theatre just for the love of it. Earning money was not in the focus at all. All
members of these groups followed some vocation or some job for living, but were a
part of this voluntary activity for the love of it.
Arun Kakade is now 80 years old. His life is the life of a theatre lover who took it
upon himself to nurse the groups during the formative and ripe stages by taking on the
responsibilities for the humdrums of production, membership, technical support,
financial management etc. He earned his living from a Government job in Customs
and Central Excise Department. He is a one-man-support system for the theatre groups.
He would be the stage manager, back stage worker, accountant occasional performer
with talent, … all rolled in one. He refused promotions and transfers to be in Mumbai
and continue his association with theatre of his choice.
The period of the late fifties and sixties comes alive in the search of the new
expression, trying out new –some western –ideas, and spaces for rehearsals and
performances, the multiple ways to improvise on and off stage. The modern ideas had
to be taken to the urban audiences by throwing several challenges to the set ideas about
theatre acting and stagecraft in general. Getting across your purposes to people was not
easy. But modernization of the taste and critical response did develop out of this effort.
The extension into educational projects for theatre training, for children’s theatre and
theatre across Indian languages present a kaleidoscopic picture of the dynamic qualities
of theatre in the modern urban milieu.
To realize that a single person remained the common factor of all the happenings is
a shock and a surprise. Yet, there it is. As some people say, “It happens in India!”

S>m°. AéU à^wUo : 1960 Z§VaÀ`m àm`mo{JH$ ZmQ>H$mnmgyZ AmnU MM}bm gwédmV H$ê$`mV H$s Ë`m
nyduMo ZmQ>H$ AmYr {dMmamV KoUo `mo½` dmQ>ob?
AéU H$mH$So> : gmR>rÀ`m AmYrnmgyZ Amnë`mbm {dMma H$amdm bmJob Ag§ _bm dmQ>V.§ Á`mbm gwdU©H$mi
åhUVmV Ë`mà_mUo J§YdmªMr ZmQ>H§$, Ho$edamd ^mogë`m§Mr ZmQ>H§$, XrZmZmWm§Mr ZmQ>H§$,
hr Ë`mdoiMr ZmQ>H§$ Am{U Ë`mÀ`m Z§VaMr ZmQ>H§$, hr Amnbr na§nam. `m Xaå`mZ {gZo_mM§
AmH«$_U Pmb§ Am{U H§$nÝ`m ~§X nS>m`bm bmJë`m. Ë`m doiÀ`m pñWË`§VamÀ`m H$mimV
Amnë`mbm am§JUoH$am§M§ Am{U AÍ`m§M§ _hÎd {dgaVm `oV Zmhr. am§JUoH$am§Zr g§JrV
ZmQ>H$mVrb JmÊ`m§À`m _¡{\$br Wm§~dë`m Am{U N>moQ>r N>moQ>r Aer Mma nmM {_{ZQ>m§Mr nX§
R>odbr. ZmQ>H§$ gwQ>gwQ>rV Ho$br. ZmQ>H$m§~amo~a EH$m§{H$Ho$Mohr à`moJ am§JUoH$am§Zr Ho$bo. ho
am§JUoH$am§M§ _hÎd§ `m_Ü`o Amho. àëhmX Ho$ed AÍ`m§Zr "_mo{b`a' AmUbm Am{U
{MÌnQ>mbm Oa Q>¸$a Úm`Mr Va bmoH$m§M§ _Zmoa§OZ OmpñVVOmñV H$g§ hmoB©b ho nm{hb§.
{dZmoXr ZmQ>H$m§Mr {Z{_©Vr "~mb_mohZ' `m ZmQ>çg§ñWoZ§ åhUyZM Ho$br. Ë`m_wio àojH$
& 2 & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç {deofm§H$ &

S>m°. à^wUo

:

AéU H$mH$So>

:

S>m°. à^wUo

:

AéU H$mH$So>
S>m°. à^wUo

:
:

AéU H$mH$So>
S>m°. à^wUo
AéU H$mH$So

:
:
>:

ZmQ>H$mH$So> nwÝhm dim`bm bmJbm; Va AÍ`m§Mr ZmQ>H§$ Am{U am§JUoH$am§Mr ZmQ>H§$ Aem
àH$mMr AmhoV. `mZ§Va OrdZ Ogo Ogo J{V_mZ hmoV Jobo Vgm Vgm ZmQ>H$mMm H$mbmdYr
H$_r H$_r hmoV Jobm.
~amo~a Amho Vw_M§. Va _r Vwåhmbm Ag§ {dMmarV hmoVmo H$mH$m, H$s AmO Á`mbm
AmnU àm`mo{JH$ ZmQ>H$mMr Midi åhUVmo Vr Ho$ìhmnmgyZ gwê$ Pmbr Ag§ Vwåhmbm
dmQ>V§? Am{U {VMr H$m {ZH$S> dmQ>br ?
nydu hm¡er "hm¡er' Agm EH$ eãX hmoVm Am{U "hm¡er a§J^y_r' hr Jmoï> Am_À`m S>moŠ`m_Ü`o
nydu hmoVr. Ooìhm _amR>r ZmQ>H$ H§$nÝ`m hmoË`m Ë`m doiobm Or hm¡er _§S>ir hmoVr Vr ZmQ>H$
H$m H$arV hmoVr? Ë`mbm H$m` H$maU hmoV§? à`moOZ H$m` hmoV§? H$em H$aVm ZmQ>H$ H$am`M§?
Va Amnbr na§nam Or hmoVr Vr AWm©OZ© mgmR>r ZmQ>H$ H$aÊ`mMr na§nam hmoVr. Ë`m na§naoà_mUo
AWm©O©ZmgmR>r hr gJir ZmQ>H$_§S>ir ZmQ>H$ H$am`Mr. Ë`m doiobm ZmQ>H$mMm {d{eï>
CÔoe S>moù`m§g_moa R>odyZ g§ñWm ñWmnZ H$aU§ ZìhV§. nU hm¡er _§S>ir Ooìhm ZmQ>H$ H$ê$
bmJbr Voìhm Vr Hw$R>ë`m Var EH$m {Z{_ÎmmZ§ ZmQ>H$ H$ê$ bmJbr. H$moUVm EImXm dm{f©H$
_hmoËgd dm AÝ` VemM Hw$R>ë`m Var EH$m {Z{_ÎmmZ§ hr hm¡er _§S>ir ZmQ>H§$ H$am`bm
bmJbr.
AmË_mam_ ^|S>çm§Zr 1952 gmbr "H$bmH$ma' hr g§ñWm ñWmnZ Ho$br Am{U nmümË`
a§J^y_rMm à^md Amnë`mbm {Z{üVnUo OmUdy bmJbm. AmVm H$mhrVar EH$m {Z{üV
CÔoemZ§ Amnë`mbm ZmQ>H§$ H$am`Mr AmhoV Aer OmUrd Ë`m doiobm ìhm`bm bmJbr.
Ë`m Z§Va _w§~B© BbmIm hmoVm Ë`m doiog 1954 gmbr Ë`m doiÀ`m _w§~B© amÁ`mZo ZmQ>çñnYm©
Am`mo{OV H$am`bm gwédmV Ho$br. Ë`m_wi§ ZmQ>H§$ H$am`bm EH$ _hÎdmM§ H$maU {_imb§.
"ZmQ>H$ H$emH$aVm H$am`M§?' Va ñnY}H$aVm H$am`M§, ñnY}bm H$am`M§, Agm {dMma Ho$bm
OmD$ bmJbm. ñnY}bm H$am`M§ Va H$mhr doJi§ H$am`bm nm{hOo, H$maU Vr ñnYm© Amho.
åhUyZ _J AJXr ZmJnyanmgyZ _w§~B©n`ªV ZdrZ ZdrZ ZmQ>çg§ñWm Ë`mgmR>r åhUyZ CX`mbm
Amë`m. ZmJnyabm nwéfmoÎm_ XmaìhoH$a, nwÊ`mbm ^mb~m Ho$iH$a `m§À`m ZmQ>çg§ñWm ñWmnZ
Pmë`m Va _w§~B©bm {dO`m O`d§V øm§À`m nwT>mH$mamZo "a§Jm`Z'hr g§ñWm ñWmnZ Pmbr.
ømbm EH$ _hÎdmMo H$maU _hmamï´> emgZmMr ZmQ>çñnYm© ho hmoVo, ho EH$ {Z{_Îm {_imb§.
åhUOo AÌo-am§JUoH$am§Mo Oo H$mhr à`moJ Mmbbo hmoVo Voìhm g_mYmZr ZìhVo H$m ho
bmoH$?
Ag_mYmZr ZìhVo.
nU doJi§ H$mhr Var H$am`Mr BÀN>m hmoVr Ag§ åhUmd§ H$m? qH$dm øm bmoH$m§Zm øm
ZmQ>çñnYmªÀ`m {Z{_ÎmmZ§ Ë`mnojm H$mhr doJi§ H$amd§ Aer H$mhr OmUrd hmoVr
H$m?
Aer OmUrd {Z{üVnUo Pmbobr hmoVr.
nU Aer OmUrd H$m Pmbr hmoVr? åhUOo Ë`mÀ`mVyZ H$mhr Ag_mYmZ hmoV§ H$m?
Zmhr Ag_mYmZ ZìhV§ nU ZdrZ H$aÊ`mMr Ë`m§Mr EH$ {OÔ hmoVr Am{U Vo H$ê$Z
nmhÊ`mgmR>r Ë`m§Mm a§J^y_rMm Aä`mghr Pmbobm hmoVm.
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: nm[ü_mË` a§J^y_rMm H$m?
: hmo. nm[ü_mË` a§J^y_rMm. AWm©V Amnbr a§J^y_rhr Ë`m§Zr nm{hbr hmoVr Am{U AmVm
ZdrZ H$mhr Var H$ê$Z nmhm`bm nm{hOo, Amnë`mbm EH$ g§Yr {_imbr Amho Va `m
g§YrMm Cn`moJ AmnU H$ê$Z ¿`m`bm nm{hOo Ag§ Ë`m§Zm dmQy> bmJb§ hmoV§.
: AÍ`m§M§ åhUm, am§JUoH$am§M§ åhUm Oo ZmQ>H$ hmoV§ Vo Mm§Jb§ dmQ>V hmoV§ H$m Ë`m§Zm?
: Vo R>rH$ hmoV§. Ë`m§Zm AJXr Q>mH$b§ Zmhr Hw$Ur. AÍ`m§Mr ZmQ>H§$ Amåhr Ho$br hmo.
: Amho Ë`mnojm AmnU Mm§Jb§ Ho$b§ nm{hOo H$m doJi§ Ho$b§ nm{hOo, Ag§ dmQ>V hmoV§?
: doJi§ Ho$b§ nm{hOo Ag§ dmQ>V hmoV§. AmVmn`ªV H$mhr doJi§ H$am`bm {_iV ZìhV§ nU
AmVm BWo H$mhr Var doJi§ H$am`bm {_iUma Amho `mMm AmZ§X dmQ>V hmoVm.
Xþgar Jmoï> åhUOo øm {Z{_ÎmmZ§ Ë`mdoir ZdrZ ZmQ>çg§{hVm {bhm`bm gwédmV Pmbr.
nwéfmoÎm_ XmaìhoH$am§Zr {b{hb§. {dO` V|Sw>bH$am§Zr {b{hb§. ~mobnQ>m§À`m AmH«$_Um_wio
ZmQ>H$ H§$nÝ`m ~wSy> bmJë`mZo Am{U àojH$m§Zr a§J^y_rH$So> nmR> {\$adbr Agë`mZo "ZmQ>H$
Hw$UmgmR>r {bhÿ?' Ag§ Oo dmQ>V hmoV§ Vo AmVm dmQ>oZmg§ Pmb§ Am{U _J ZmQ>çñnYmªÀ`m
{Z{_ÎmmZo H$mhr ZdrZ ZmQ>H$H$ma ZmQ>H§$ {bhm`bm bmJbo.
: Voìhm Vwåhr Hw$R>o hmoVm?
: Ë`mdoiobm åhUOo 1951 Vo 56 n`ªV nwÊ`mV ^mb~m Ho$iH$am§À`m hmVmImbr _r {eH$V
hmoVmo. AZw^d KoV hmoVmo. Mma dfª _r ^mb~m§À`m hmVmImbr `m _mÜ`_mMm Vgm emór`Ñï>rZo
Aä`mg Z H$aVm _r AZw^d KoVbm. _bm EH$ AZw^d Ambm Am{U Xþgam EH$ Agm
AZw^d Ambm H$s AmVm AmnU hmVr KoVbob§ Oo H$m_ Amho Vo H$m_ gmVË`mZ§ H$am`M§.
ZwgV§M ZmQ>çñnYm© ho EH$M H$maU AgVm H$m_m Z`o Va Amnë`mbm gVV H$am`M§ Amho ho
S>moŠ`mV R>odm`bm nm{hOo Am{U Ë`m à_mUo AmIUr H$am`bm nm{hOo. Aem nÕVrZo
AmnU ho gd© Ho$b§ nm{hOo. Ë`mV gmVË` Amb§ nm{hOo. ZmQ>H$mÀ`m g§X^m©Vbr Amnbr
A°pŠQ>pìhQ>r \$º$ dfm©nwaVrM åhUOo _hmamï´> emgZmÀ`m EH$m ZmQ>çñnY}nwaVrM Z amhVm
hr A°pŠQ>pìhQ>r df©^a Mmbbr nm{hOo Ag§ _mP§ åhUU§ hmoV§.
: nU Ë`mVbm nm{hbm Agm H$moUVm à`moJ Ho$bobm AmR>dVmo Vwåhmbm? doJim,
åhUOo am§JUoH$am§À`m ZmQ>H$mnojm Á`mM§ doJionUAmho Agm H$moUVm ZmQ>çà`moJ
gmXa Ho$bm Jobm?
: Zmhr, Ë`mÀ`m_Ü`o Ag§ Pmb§ H$s 1954-55 gmbr qH$dm Ë`m Xaå`mZ{dO` V|Sw>bH$am§M§
"_w§~B© _amR>r gm{hË` g§Km'_Ü`o J¥hñW ho ZmQ>H$ Pmb§. "gm{hË` g§Km'À`m _hmoËgdmV
Xm_y H|$H$aoZr Ho$bob§ Vo ZmQ>H$ ho V|Sw>bH$aM§ nm{hb§ ZmQ>H$. J¥hñW ho EH$X_ {Zami§M
Amho. Vmon`ªV "gm{hË` g§Km'Mr nma§n[aH$ ZmQ>H$§ Mmby hmoVr. Ë`m§Mm _hmoËgdgwÕm nma§n[aH$
ZmQ>H$m§Mm hmoVm. `mÀ`m_Ü`o S>m°. A. Zm. ^mboamdm§M§ _hÎd OmñV Amho. Xm_ybm Ë`m§Zr
åhQ>b§, ""ZmQ>H$ Vy H$a. Xm_y, Vy b§S>Z_Ü`o OmD$Z ZmQ>çH$boMm Aä`mg H$ê$Z Ambobm
Amhog ho bjmV KoD$Z Vwbm øm _hmoËgdmV ZmQ>H$ H$am`M§`. Vwbm H$moUV§ nm{hOo Vo VwÂ`m
nR>S>rVb§ ZmQ>H$ Vy H$a.'' _J Xm_yZo V|Sw>bH$am§À`mH$So> OmD$Z Ë`mM§ J¥hñW ZmQ>H$ {_idyZ
KoD$Z Ho$b§.
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: ~a§.
>: ZdrZ àdmhmM§ H|$Ð Voìhm "^maVr` {dÚm^dZ' hmoV§.hm gJim àdmh {VWo Mmby hmoVm.
{VW§ EH$m§{H$H$m ñnYm© ìhm`À`m. 1955 gmbr {dO`m~mBªZr V|Sw>bH$am§M§ Ho$bob§ lr_§V
`m àdmhm_Yb§M.
1952 nmgyZ ho gJi§ hiyhiy ìhm`bm bmJb§ hmoV.§ "àmoJ{o« gìh S´>°_{° Q>H$ Agmo{gEeZ'
åhUOo nrS>rE _Ü`o hmoV§ Vo. ñnY}_Ü`oM Zmhr Va BVa doiobmhr ZmQ>H§$ Ho$br Om`Mr.
: B§J«Or ZmQ>H$mÀ`m à^mdmMm n[aUm_ Ag§ åhUm`M§ H$m?
: A§ @ Zmhr: H$m a§J^y_rda ZdrZ H$mhr H$aÊ`mMr {ZH$S>?
: {ZH$S>. A@O©. Ë`mbm AmnU A@O© (urge) åhUVmo. Aem EH$ EH$ g§Yr `oV Joë`m.
Á`mdoiog gmVË`mMm A^md hmoVm. Ë`mdoir gmVË`mZo H$am`Mr OmUrd {Z_m©U Pmbr.
Agm hm àdmh Amho. hr A°pŠQ>ìhrQ>r AmnU df©^a H$aV am{hbr nm{hOo, ho g¥OZmMo H$m`©
hmoV am{hb§ nm{hOo hr OmUrd Pmbr. hm Ë`mMm Cn`moJ Pmbm. åhUyZ _J 1957 gmbr
dg§V H$mZoQ>H$am§M§ doS>çmM§ Ka CÝhmV ^mb~m§Zr Ho$b§. _J H$mZoQ>H$am§Mr AÝ` H$mhr ZmQ>H§$
^mb~m§Zr Ho$br. Ë`m H$mimMo d¡{eîQ>ç ho åhUmdo bmJob H$s dg§V H$mZoQ>H$a Am{U ^mb~m
Ho$iH$a hr boIH$-{X½Xe©H$mMr OmoS>Jmoir nwÊ`mV, Va {dO` V|Sw>bH$a Am{U {dO`m
O`d§V hr boIH$-{X½Xe©H$mMr OmoS>Jmoir _w§~B©_Ü`o ZmQ>H§$ H$arV hmoVr.
: åhUOo ZwgVr Zdo H$aÊ`mMr {ZH$S> ZìhVr, JaO ZìhVr Va A@O© hmoVr.
: hmo, JaO ZìhVr. ZmQ>H$ H$am`Mr A@O© hmoVr. H$ê$Z nmhÊ`mMr A@O© hmoVr.
AmVm ho A@O© H$m` àH$aU Amho? Va Á`mbm à`moJerbVm åhUVmV Vo. Oo H$m` Amho, Oo
na§naoZo BWn`ªV Amb§ Amho, Amnë`mbm Ë`mV gmYonU dmQ>V Agob Va ZdrZ àdmh
Ë`mV AmUyZ gmoS>m`bm nm{hOo, Ë`mMr _moS>VmoS> H$am`bm nm{hOo, ZdrZ H$mhrVar C^§
Ho$b§ nm{hOo, hr OmUrd hmoUo. Vr Pmbr. Aem doir åhUyZ _J Amnbr _mÜ`_§ ì`mnH$
H$aÊ`mM§ Amnb§ EH$ C{Ôï> AgV§. åhUyZ `m H$mimV g§ñWm Ooìhm ñWmnZ ìhm`bm bmJë`m
Voìhm Aer C{Ôï>§ {bpIV ñdê$nmV Amnë`mg_moa `m`bm bmJbr. H$em H$aVm AmnU
g§ñWm ñWmnZ Ho$br? Ë`m _mJMm CÔoe H$m` Amho? `mMm {dMma Ho$bm OmD$ bmJbm, ho
nydu ZìhV§. nydu ZwgV§ hm¡gogmR>r ZmQ>H$ H$am`M§ Am{U gmoSy>Z Úm`M§ Ag§ hmoV§. nU ho
Ooìhm {Z_m©U Pmb§ Voìhm Amåhmbm Á`m {d{eï> H$maUm§gmR>r, Á`m {d{eï> CÔoem§gmR>r
a§J^y_rda H$m`© H$am`M§ Amho, ho CÔoe Am_À`m S>moù`mg_moa Ambo. Aem CÔoem§Zr Amåhr
ZmQ>H$ H$arV Jobmo, gmVË`mZ§ H$arV Jobmo. ho VoìhmnmgyZ gwê$ Pmbob§ Amho.
: Am{U VoìhmnmgyZ Vwåhr `m gJù`m à{H«$`oV gh^mJr AmhmV!
: {Z{üVnUo! VoìhmnmgyZ {Z{üVnUo gh^mJr Amho. AmVm ZmQ>H$mMm Oa AmnU {dMma Ho$bm
Va "ñdmÝVgwIm`' H$am`Mr hr H$bm Zmhr !
: ~amo~a Amho. EH$ g_yhmZo H$am`Mm hm H$bmàH$ma Amho.
: ~amo~a Amho. EH$ åhUOo, g_yhmZo H$am`Mm hm H$bmàH$ma Amho Am{U _wimVyZ Oa AmnU
{dMma Ho$bm Va ZmQ>H$ AmnU Amnë`m gwImgmR>r H$aVmo nU Ë`mMdoir Hw$UmgmR>r H$aVmo
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hohr {VVH§$M _hÎdmM§ Amho. Am_Mm àojH$ Am_À`m Ñï>rZo _hÎdmMm Amho. Amåhr
Ë`m§À`mH$aVm H$aVmo. àojH$m§Zm Amåhr H$mhrVar ZdrZ XmIdVmo. ZdrZ àdmh H$go AmhoV
ho XmIdyZ Ë`m àdmhmV Ë`m§Zm gm_rb H$ê$Z ¿`m`M§ øm CÔoemZ§ Amåhr ZmQ>H$ H$aVmo.
H$mhr Var ZdrZ ñdrH$mam`bm _mZ{gH$ÑîQ>çm àojH$ V`ma hmoB©b Aem nÕVrZo Amåhr
ZmQ>H$ H$am`bm bmJVmo.
nU ZmQ>H$ àojH$mZwJm_r ZH$mo.
Zmhr. Zmhr. AmVm ømbm H$mhr ZdrZ eãX Ambo. "àojH$eaU,' "à`moJeaU,' dJ¡ao
dJ¡ao. _bm Vo Vg§ Zmhr dmQ>V. øm g§nyU© _mÜ`_mMm EH$ _hÎdmMm KQ>H$ àojH$ Amho.
àojH$m{edm` ZmQ>H$ hmoD$ eH$V Zmhr. _mPm - Am_Mm VéU {_Ì gË`Xod Xþ~o EHo$H$mir
åhUV Ago, "I can play to the empty houses." Ë`mdoiobm Vr Ë`mMr {OÔ hmoVr
åhUyZ Ag§ Vmo åhUm`Mm; nU AmVm Vwåhr ~Km àojH$ Agë`mZo Vmohr gwImdVmo. {OÔ
Agë`mZo Vmo åhUyZ Jobm Agob. Va àojH$ hm _hÎdmMm KQ>H$ Amho Am_Mm. Ë`mbm
{dgê$Z MmbUma Zmhr. àojH$mbm ""_m`-~mn'' ho ~mbJ§YdmªZrM åhUmd§. _r _m`-~mn
åhUV Zmhr nU Am_À`m `m _mÜ`_mMm Vmo EH$ _hÎdmMm KQ>H$ Amho EdT>§ _r Vwåhmbm
gm§JVmo.
nU _J àm`mo{JH$ ZmQ>H$m§~m~V Ag§hr åhQ>b§ OmV§, ""àojH$ nmR> {\$adm`bm
bmJbo. Ë`m§Zm ZmQ>H$ H$ioZm.'' Ë`mbm H$m` åhUmb?
Ag§ ZìhV§ Pmb§. nU Ho$ìhm Pmb§ _mhrV Amho H$m Vwåhmbm? Ooìhm Amåhr Am`ZmñH$mobm
hmV KmVbm Voìhm! Vo "Z-ZmQ>ç' Ag§ H$mhr Var, (hgV hgV) Ë`mMm Am_À`mda _mam
Pmbm Am{U {VWyZ _J ho gwê$ Pmb§. AmVm Vo H$g§ hmoV§? Va Zm°Z H$å`w{ZHo$eZ. Xþgè`m
_hm`wÕmZ§Va `wamon_Ü`o Omo EH$ àH$ma Pmbm Ë`mZo gm_m{OH$ÑîQ>çm Am{U d¡`{º$H$ÑîQ>çm
H$å`w{ZHo$eZ H$g§ Vo am{hb§ Zmhr. AmnU EH$ ~mobVmo Va Vo Xþgam Xþga§ KoVmo Ag§ H$mhr Var
{ZaW©H$ (absurd) dmQy> bmJb§. Ë`m§À`m S>moŠ`m_Ü`o ho Agë`mZ§ Vr g§H$ënZm {Z_m©U
Pmbr Am{U Ë`m nÕVrZo ZmQ>H§$ {b{hbr Jobr. Am`ZmñH$mo Ho$bm Ë`mdoiobm "S>moŠ`mdaZ§
OmUmar ZmQ>H§$' dJ¡ao Ag§ åhUm`bm bmJbo. nU _r åhQ>b§, ""R>rH$ Amho. Am`ZmñH$mo
Ho$bm.''
EH$m ZdrZ nÕVrZo _J Amnbo ZmQ>H$H$ma `m _mVrVrb ZmQ>H§$ {bhm`bm bmJbo.
{S>g|~a 1960 gmbr nm{hb§ ZmQ>H$ Amåhr "a§Jm`Z' _Ü`o Ho$b§ Vo e§.Jmo.gmR>çm§M§ ggm
Am{U H$mgd. A{Ve` _Ü`_dJu` Hw$Qw>§~mM§ ZmQ>H$. ZmQ>H$ ñnY}V Vo nm{hb§ Amb§.
Ë`mdoiobm Ë`mÀ`m_Ü`o H$m` Ho$b§ Am_À`m {dOm`m~mBªZr? Va Xhm-AH$am \w$Q>r goQ>
Agm`Mo Vo Z R>odVm gmYmaUnUo ghm-gmV \w$Q>r Ago goQ> AmUyZ IamoIaÀ`m MmirMm
^mg ìhmdm Aem àH$maM§ ZonÏ` Ho$b§.gmXarH$aUmMr Or ñdm^m{dH$ e¡br AgVo Ë`m
A{Ve` ñdm^m{dH$ e¡br_Ü`o Ë`mdoiobm ho ZmQ>H$ Pmb§. `màH$mao Hw$R>ohr ZmQ>H$snUm Z
`oVm Aer ZmQ>H§$ gmXa ìhm`bm bmJbr. ZmQ>H$m§V Agm ~Xb Pmbm.
"B§{S>`Z A°H°$S>>_r Am°\$ S°́>_°{Q>H$ AmQ>©g²' Aer _w§~B©_Ü`o EH$ g§ñWm hmoVr. Ë`m
g§ñWoÀ`m dVrZo Amåhr EH$ ZmQ>H$ Ho$b§. Ë`mdoiobm Ë`mgmR>r Am_Mm EH$ J«wn EH$Ì Pmbm.
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VwKbH$

Mm§Jë`m nÕVrZ§ H$ê$Z KoU§ ho AË`§V _hÎdmM§ hmoV§. H$mobH$Î`mMm Vmng goZ àH$me
`moOZoV _mhra. Ë`mZo Ho$bobr àH$me`moOZm Vmon`ªV Hw$Urhr nm{hbobr ZìhVr. `m ZmQ>H$mV
{X„r Vo Xm¡bVm~mX Am{U Xm¡bVm~mX Vo naV {X„rbm OmUmè`m àOoMm àM§S> bm|T>m Ë`mZo
Ho$di drg H$bmH$mam§À`m N>m`m§dê$Z XmIdbm hmoVm. VgoM ga`y Xmogr `mZo Ë`m H$mimVrb
doe^yfoMm Aä`mg H$ê$Z doe^yfm V`ma H$ê$Z KoVbr hmoVr. EH${OZgrnUmZ§ Ago gJio
KQ>H$ EH$Ì `oVmV Voìhm CËH¥$ï> {Z{_©Vr hmoVo. _J Oo àm°S>ŠeZ hmoV§ Vo Oar Am{W©H$ÑîQ>çm
ZwH$gmZrV Job§ Var gO©ZerbVoM§ EH$ g_mYmZ (creative satisfaction) XoV AgV§.
Vo g_mYmZ Amåhmbm XoD$Z Job§` VwKbH$. _moS>VmoS> Pmbr Amho nU ZdrZ H$mhr Var
{Z_m©U Pmbob§ Amho !

dmS>m {Mao~§Xr
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S>m°. à^wUo
AéU H$mH$So

:
>:

S>m°. à^wUo
AéU H$mH$So>

:
:

nona Var {H$Vr Agm`Mo? `m Om{hamVrM§ Vwåhmbm gm§JVmo, Ë`mdoiobm nona_Ü`o Om{hamV
¹${MV Agm`Mr. Ë`mdoiobm {JaJmd_Ü`o Amåhr AmR> {R>H$mUr ~moS©> bmdbo H$s Pmbr
Am_Mr à{gÕr ! VodT>r nwam`Mr. nU Ooìhm ho dmT>V Mmbb§, joÌ dmT>V Mmbb§ Voìhm
nona Ambo, nonabm Om{hamV Ambr. Ë`mdoir Om{hamV B§MmdaVr hmoVr. B§M! g|Q>r _rQ>a
Zmhr! EH$ én`m H$m XrS> én`m Ago H$mhr Var Xa hmoVo. BVH$m H$_r Om{hamVIM© hmoVm
Ë`mdoiobm. ñ¹o$Aa g|Q>r_rQ>a_Ü`o Om{hamV Pmbobr Amho AmVm.
B§MmV Zmhr! ~a§, _J N>{~bXmgbm H$Yr JobmV?
Ë`mda ~mobm`M§` _m{hVr Amho _bm. {VWn`ªV Ambmo AmVm. AmYr "a§Jm`Z'M§ nyU©
H$aVmo.
H$am. H$am. nyU© H$am.
Va Aer "a§Jm`Z'Mr H$maH$sX© gwê$ AgVmZm Z§Va H$m` Pmb§, {dO`m~mB© 1965 gmbr
b§S>Zbm Joë`m. VrZ Mma dfmªgmR>r. `m n[apñWVrV _J AaqdXZ§ AmnUhÿZ nwT>mH$ma
KoVbm Am{U H$m`© nwT>§ Zob.§ Wm§~m`M§ Zmhr Amåhmbm. {dZmH$maU Wm§~m`M§ ZìhV§ Amåhmbm
{dO`m~mB© `oB©n`ªV. ZmQ>H§$ H$aV amhm`M§ Am{U ZmQ>H$ H$aV amhÊ`mgmR>r CÔoe hmoVm
Am{U Amho, Vmo åhUOo ZmQ>çñnYm©. Ë`m ñnY}À`m {Z{_ÎmmZ§ Amåhr ZmQ>H§$ H$arV Jobmo. Ë`m
ñnY}VyZM eodQ>r {dO` V|Sw>bH$am§M§ _hÎdmM§ ZmQ>H$ Amb§ em§VVm H$moQ>© Mmby Amho! AaqdX
Xoenm§So>Zr ~gdbob§ ZmQ>H$.

em§VVm H$moQ>© Mmby Amho !

S>m°.à^wUo
AéU H$mH$So

em§VVm H$moQ>© Mmby Amho ! (1965) n{hë`m à`moJmVrb H$bmd§V

: em§VVm..._Ü`o Vwåhrhr H$m_ Ho$b§ hmoV§ dmQ>V§.
>: hmo. _wimV _r A{^ZoVm Amho. (eãXm§da Omoa XoV) nU _r {VWo Ooìhm `m _mÜ`_mMm {dMma
H$am`bm AZw^dmVyZ {eH$bmo, Voìhm _bm Ag§ OmUdm`bm bmJb§ H$s,- Am_À`m Xþ~|À`m
^mfoV ~mobm`M§ Va- _r ñdV…daM \$moH$g Ho$b§ AgV§, Va Amam_mV ~gbmo AgVmo. _r
{b{hb§ AgV§. {X½X{e©V Ho$b§ AgV§. gJi§ Ho$b§ AgV§, nU _J Vo "_mP§' Pmb§ AgV§.
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n§MV§Ì ZmQ>H$

S>m°. à^wUo
AéU H$mH$So

:
>:

S>m°. à^wUo
AéU H$mH$So>
S>m°. à^wUo

:
:
:

AéU H$mH$So>

:

S>m°. à^wUo

:

XþJm© Pmbr Jm¡ar ZmQ>H$

Amåhr nnoQ> emo Ho$bo. _Ywbmb _mñQ>a øm§À`m _mJ©Xe©ZmImbr nnoQ>M§ {ejU XoÊ`mMm
Amåhr à`ËZ Ho$bm. Am_À`m BWo Á`m nma§n[aH$ H$bm AmhoV Ë`m H$bm§M§ {ejU bhmZ
_wbm§Zm Amåhr {Xb§. g_yhJmZmÀ`m CÔoemZ§ Ë`m§Zm {ejU {Xb§. Z§Va d¡`{º$H$ A{^Z`.
H$sV©ZmnmgyZ Amnbr Or na§nam Amho Ë`m na§naoM§ Ë`m§Zm {ejU {Xb§. {MÌH$Wrgma»`m
EH$m H$boMm Amåhr Ë`m _wbm§Zm n[aM` H$ê$Z {Xbm. AmnU Á`mbm EH$nmÌr åhUVmo, Ë`m
EH$nmÌrM§hr Amåhr Ë`m§Zm {ejU {Xb§. hr Am_Mr gd© _wbm§gmR>rMr EÁ`wHo$eZb
A°pŠQ>pìhQ>r Pmbr.
hr EÁ`wHo$eZb A°pŠQ>pìhQ>r H$Yr gwê$ Pmbr Vw_Mr?
Ver n{hë`mnmgyZ Mmby Amho. 1974 nmgyZ Mmby Amho. Ooìhm O`Xod hÅ>§JS>r Amåhmbm
{_imbm, O`Xod Ambm VoìhmnmgyZ Xadfm©bm Amåhr XmoZ {e{~a§ ¿`m`bm bmJbmo.
n{hë`m§Xm {dZm_yë` hmoVr, nU Amåhmbm Ag§ dmQ>b§ H$s, \w$H$Q> H$mhr XoD$ Zmhr Am{U
\w$H$Q> H$mhr KoD$ Zmhr. Ë`mMr qH$_V amhV Zmhr. åhUyZ Amåhr Zm°{_Zb n¡go ¿`m`bm
bmJbmo. Aem nÕVrZ§ Amåhr _J Vo gwê$ Ho$b§. _wbm§À`mH$Sy>Z Amåhr H$mhr KoV§M Zmhr.
AmOhr KoV Zmhr. AmVm {ZXmZ Amåhr WmoSo> åhUOo IMm©nwaVo KoVmo. nU Voìhm Va H$mhrM
KoV ZìhVmo.
Ë`mbm à{VgmXhr Mm§Jbm hmoVm H$m?
Mm§Jbm à{VgmX Agm`Mm. AOyZhr à{VgmX AgVmo.
åhUOo, "N>{~bXmg Midir'Mr EH$mM doir XmoZ {Xem§Zr H$m_§ gwê$ Pmbr. EH$
àm`mo{JH$VoÀ`m A§JmZo Am{U Xþga§ à{ejUmÀ`m A§JmZo. A°H°$S°>{_H$_Ü`o H$moU
gh^mJr hmoV§?
O`Xod hÅ>§JS>rda Amåhr VéUm§Mr O~m~Xmar gmondbr hmoVr. VéU a§JH$_vZm à{ejU
Úm`bm Z§Va gË`Xod Xþ~oOr Ambo. Ë`m Z§Va MoVZ XmVma Ambm. Aer gJir na§nam Mmby
am{hbr.
AOyZ XmoZ-VrZ Zmd§ gm§JmZm `m {edm`.
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AéU H$mH$So>

S>m°. à^wUo
AéU H$mH$So>
S>m°.à^wUo
AéU H$mH$So>

S>m°. à^wUo
AéU H$mH$So>

S>m°.à^wUo
AéU H$mH$So>

: AmVm AbrH$So> XrnH$ amOmÜ`j `oVmo. ho_§V hOmao `oVmo. hr Aer na§nam Amho. VéU
a§JH$_u Ambo AmhoV ømÀ`m_Ü`o. hr A°H°$S°>{_H$Mr H$m_§ MmbyM AmhoV AOyZ. Ë`mbm
I§S> Zmhr. {H«$E{Q>pìhQ>rbm I§S> Zmhr.
: Am{U Ë`mbm Vm§{ÌH$ narjmhr R>odbobr Zmhr Vwåhr. hmo` Zm?
: Zmhr. H$mhr Zmhr.
: \$º$ Ë`m§Zr {ejU ¿`md§.
: Amåhmbm Vo {dMmaVmV, Amåhmbm g{Q©>{\$Ho$Q> XoUma H$m? Zm@hr. Amåhmbm ømÀ`mVyZ
H$m` \$m`Xm Amho? åhQ>b§, Vwåhr R>adm`M§. BW§ Vwåhmbm {ejU {_iob. {ejUmMm
Cn`moJ H$gm H$am`Mm ho Vwåhr R>adm`M§. Vwåhmbm Amåhr EìhT>§M gm§JVmo, Vwåhmbm n§I
AmhoV. Ë`mMr Vwåhm OmUrd R>odm. AmH$me Vwåhmbm _moH$i§ Amho. JobmV Va Amåhmbm
AmZ§XM Amho. Amåhmbm H$mhr Anojm Zmhr. Vw_M§ Vwåhr R>adm`M§ Amho. _bm ho Ag§
gmaI§ dmQ>V§.
: àm`mo{JH$ ZmQ>H$mMo H|$ÐñWmZ _mZë`m Jobëo `m N>{~bXmg MidirMo ñdê$n AË`§V
{dñVmamZo AmnU gm§{JVë`m_wio Ë`mMm Aä`mgH$m§Zm {Z{üV \$m`Xm hmoD$ eHo$b.
: àm`mo{JH$ ZmQ>H$mbm dmhÿZ KoVboë`m Am_À`m "Am{dîH$ma' g§ñWoÀ`m AZoH$ ~m~tMr _m{hVr
{Xë`mda eodQ>r `mMmM A{YH$ Vnerb XoÊ`m~m~V _r Amnë`mbm EH$ {dZ§Vr H$ê$ H$m?
ho gd© `moJXmZ EH$m Ñ{ï>jonmV bjmV `oÊ`mÀ`m Ñï>rZo B§J«Or ^mfoVyZ _r XoV Amho. B§JrOrV
Agbobm hm _OHy$a na^mfH$m§Zm g_OÊ`mg _XV hmoD$ eHo$b Ago dmQ>V.o `m _wbmIVrÀ`m
eodQ>r hm _OHy$a Oa Vwåhr à{gÕ H$ê$ eH$bmV Va Mm§Jbo hmoB©b Ago dmQ>Vo.
: R>rH$ Amho.
: ‘Awishkar’ founded in 1971. This is a group of serious theatre minded
people formed to give free expression to the ideas and thoughts which
are sacred to us in theatre. ‘Awishkar’ a theatre institution known for
its sincere and dedicated approach towards production of many plays
has always functioned with various other purposes. ‘Awishkar’ has
time and proved that stage plays have always been an instrument in
reaching different destinations, which has in mind right from its birth.
It has always been a platform for performers from all faculties of art
(adults and children alike) where their talents can be unraveled and
further channeled in a proper direction.
‘Awishkar’ takes great pleasure while mentioning about the 176
odd plays which it has produced and staged more than 4300
preformances. This creative treasure includes 30 children plays and
dance dramas including 3 puppet plays. ‘Awishkar’ has organized 26
theatre festivals, which offered more than 205 preformances to the
theatre lovers. This includes two theatre festival of Tendulkar’s plays
directed by 15 young directors. And also one festival of Mahesh
Elkunchwar’s plays.
In addition, more than 50 experimental theatre groups have staged
more than 2000 performances at the Chhabildas Experimental Theatre,
with the active co-operation of ‘Awishkar’ from 1974 to 1992.
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‘Awishkar’ is known as the mother theatre institution and
remained in forfront in leading the parallel theatre movement.
‘Awishkar’s contribution to ‘Chhabildas theatre’ movement is very
well known. After leaving ‘Chhabildas’ in 1992, ‘Awishkar’ explored
three more spaces in Mumbai suburbs. At present ‘Awishkar’
continues its theatre mission in a small hall of New Mahim Municipal
school with the kind of co- operation of Mumbai Municipal
Corporation. ‘Awishkar Sanskritik Kendra’ organizes 6 performances
of its plays in this small hall every month. These performances
including plays by other theatre group also. For the last three year,
Documentaries and short films by young and talented directors also
are regularly screened in the hall.
Creativity if rightly pampered and moulded can reach its epitome.
This particular perception pre- empted ‘Awishkar’ to organize more
than 63 training Workshop for young and talented artists. Further, to
divulge the different aspect of Musical plays, puppet shows and group
singing it organized 67 Workshops for children with active
participation of all the concerned technical experts. In addition
‘Awishkar’ has conducted eight group discussions on different topics
of the theatrical revelation.
Various personalities from different creative arts are associated
with ‘Awishkar’ such as : Playwright Vijay Tendulkar, Girish Karnad,
Mahesh Elkunchwar, C. P. Deshpande, Shyam Manohar, Badal Sarkar,
Directors : Arvind Deshpande, Pt. Satyadeo Dubey, Jaydeo
Hattangadi, Pradeep Mulye, Chetan Datar, Vijay Kenkre, Chandrakant
Kulkarni, Dance Guru Parvatikumar, Actors : Arvind Deshpande,
Sulabha Deshpande, Dr. Shreeram Lagoo, Rohini Hattangadi, Nana
Patekar, Sayaji Shinde, Amol Palekar, Sachin Khedekar, Music
Directors : Bhaskar Chandavarkar, Shank-Neel, Devdatta Sable,
Kaushal Inamdar, & thousands of young, talented, dynamic writers,
directors, technicians, artists of age group 6 to 60.
‘Awishkar’ not overlooking the creative relationship between
theatre and films, organized 15 children film festivals and one
exclusive festival of films written by Shree Vijay Tendulkar with cooperation of Prabhat Chitra Mandal. It has also taken a very
impressive step by publishing two books of importance Rang Nayak
and Te Ani Amhi and A souvenir Awishkar-Tishi (Thirty years of
Awishkar) and Marathi plays Savlya, Dhol Taashe, Buddhibal ani
Zabbu, Jagadamba, & Bayaa Daar Ughad in collaboration with
Lok Vangmay Gruha.
The bottom- line of all its achievements ‘Awishkar’ has left no
stone unturned towards attainment off its goal, i.c. promoting art in
its creative sense.
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àm.AÀ`wV dPo ho AW©emómMo nXdrYa, Ah_Xm~mXÀ`m B§{S>AZ
BpÝñQ>Q>çyQ> Am°\$ _°ZoO_|Q>Mo E_~rE, Va H|${~«OMo "Z\$sëS> \o$bmo'
(Nuffield Fellow) AmhoV.
àm.dPo ho gÜ`m nw Ê `mÀ`m "âbo _ (FLME) ñHy $ b Am° \ $
H$å`w{ZHo$eZ'Mo S>rZ Am{U S>m`aoŠQ>a AmhoV, Va _w§~B©À`m "BpÝñQ>Q>çyQ>
Am°\$ _mg _r{S>`m'Mo g§ñWmnH$ g§MmbH$ hmoVo.
_w§~B©À`m "CÝ_of' `m ZmQ>çg§ñWoMo àm. dPo ho g§ñWmnH$ Am{U AÜ`j
AmhoV. àm`mo{JH$ a§J^y_rda H$m_ H$aUmam à{V^md§V åhUyZ àm. dPo
AmoiIbo OmVmV. ZmQ>H$H$ma, ZmQ>ç{Z_m©Vm Am{U {X½Xe©H$ åhUyZ àm.
dPo øm§Zr ZmQ>çjoÌmV H$m_ Ho$bo Amho. _hmamï´> emgZmÀ`m dVrZo
ZmQ>H$H$mambm {Xbm OmUmam CËH¥$ï> ZmQ>çboIZmMm nwañH$ma àmá H$aUmao Vo
gdmªV H$_r d`mMo ZmQ>H$H$ma hmoVo.
Q>rìhrÀ`m joÌmV 1987 nmgyZ boIZ, {X½Xe©Z Am{U {Z{_©{Và_wI
Aem {d{dY nmVù`m§da àm. dPo øm§Zr H$m_ Ho$bo Amho. AmOn`ªV Ë`m§Zr
2000 Vmgm§hÿZ A{YH$ Vmgm§Mo H$m`©H«$_ Ho$bo AmhoV. Q>rìhr darb CËH¥$ï>
H$m`©H«$_m§À`m {Z{_©VrgmR>r {Xbo OmUmao AZoH$ nwañH$ma Ë`m§À`m {Z{_©Vrbm
bm^bo AmhoV. ghm doim "amnm' (RP) nwañH$ma XoD$Z Ë`m§Zm gÝ_m{ZV
H$aÊ`mV Ambo Amho.
àm. dPo ho g|Q´>b ~moS©> Am°\$ {\$ë_ g{Q>©{\$Ho$eZÀ`m g„mJma g{_VrMo
_mOr g^mgX hmoVo.
Achyut Vaze : Modern Sensibilities
in Playwriting
Interview by Dr. Arun Prabhune
Participant : Mr. Prasad Vanarase



àm. AÀ`wV dPo
`m§Mr _wbmIV
_wbmIVH$ma :
S>m°. AéU à^wUo
_wbmIVrV gh^mJ :
lr. àgmX dZmago

Prof. Achyut Vaze is at present, the Dean of the
FLAME School of Communication. He was the founderDirector of Institute of Mass Media, Mumbai.
He established a drama group ‘Unmesh’ for staging
experimental plays. He was awarded the Best
Experimental Playwright Award by the Maharashtra State.
He was the youngest recipient of the same. He was
recognized as the playwright, producer and director of
experimental plays in Mumbai.
Since 1987, he produced many programmes for
Mumbai Doordarshan, the Government Television centre.

He was awarded the RAP A award for best production six times, showing his talents
for Scriptwriting, production and direction.
He began with plays for children. That keeps open scope for fancy, fantasy and
several other spectacle possibilities.
In this interview Mr. Vaze says : But generally, I have always thought in terms of a
play to be staged. Some character takes shape or strikes you and then you create the
dynamics around it. Or, in some cases the theme strikes first and the characters follow.
In one play, the theme is the dynamics of power. Once I was on the way to working out
the dynamics, a thought- that the Leader in Power is a creation of the needs of the
people whom he leads. But that is a part of the process and its relative emphasis was
not at the point of origin. When I started looking for the character of the Leader, I
thought of him as a rich, tense and therefore a patient of insomnia. The other two
characters-his secretary and his companion came in as his dependents. So the character
led to a fictional world and the characters it would be peopled with.
Theatre, as an audiovisual medium is a rich medium. With willing suspension of
disbelief, it achieves a flexibility and imaginative width of its own. The film medium
demands concrete locations and so on. I feel Theatre is a richer medium. The meanings
of words expand by theatrical treatments. Even in a novel the Imagination of the Reader
is alive and ever expanding, but the sensuality of the medium makes it stronger in its
influence. In any narrative, the character outlines are the most important determinants
of the logic of the fictional world. The writer provides the details to visualize the
character with. In this sense, the plays originate in the characterization. The flow has to
be controlled and the line of development must be clear.
My plays have been labeled as ‘absurd’. Even within absurdity-so called- there is
a definite flow of the thematic assertion. Without it no play comes into being. If that
does not reach the spectator, the failure has begun with the script. Many critics regard
the script and the performance separately. But the two are a duplex. They have to be
viewed together.
Plays are powerful because they visualize even thoughts. There can be plays like
Udhwasta Dharmashala which present thoughts directly, but as it becomes a play, the
emotive aspect gets attached to it and many a time a thought reaches out via emotion.
Conflict depicted through words and through play acting makes a point that puts
performance above written word. At the time of writing a play, the author has to work
out events that can also serve as comments. How to decide the end is a matter of the
working out of the inner logic as well as a new initiative in yet another direction.
In my play recently staged, the theme was the tragedy of the Urban Struggle. The
couple is central. The husband has managed to buy a flat in a distant suburb of Mumbaiwhich in wry humor feels like an achievement. I did not want to make it a longfaced
story of frustration but a play that reveals the laughable aspect of it all. So it was treated
farcically. In the play, in the course of a ritual, the mythological character appears and
participates in the happening on stage. This creates an absurd contrast and reveals the
divide all the more. I have written two ends. The director can choose either. Whichever
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way the urban individual, common man turns it is a tragedy of the inanity and the
disintegrated self.
I do not like to write something that is not enjoyable. I do feel the tragedy in great
intensity but I would like that perception to reach enjoyably and then turn serious in
afterthoughts.
What is the root of the inspirational moment is a very slippery point. As you start
probing, you find the ‘alien effect’ or an ‘outsider effect’ that makes you see through
certain predicaments of living. Preferences and Images built in the process of moving
through life towards maturity as a writer also contribute and sometimes the logic of the
situation as perceived during the rehearsals may also take concrete shape. When someone
else uses the script and mutilates it, the playwright has a right to protest. I have been
through this and have emerged successful in making my point.
The play moves from the playwright to the director, then to the actors, and finally
to the audience. At each transfer, a new vision is possible, but the core is the playwright’s
theme as he visualized it.
There are conventional frameworks that are used by majority of playwrights. But I
like to step out of that framework and present something fresh. I stand by my
visualizations. The same play, in the hands of different directors can ‘look’ very different.
Interpretations continue, but the core has to remain. If you change it beyond recognition,
the work becomes a matter of subjectivity. I am attracted by the fun and the magic of
the play. I have never written a commercial play. I suppose, you can not portray the
truth you perceive. You have to falsify. It’s not my cup of tea. Writing for popular
actors, writing for famous directors is not my preference. It involves a different kind of
calculation. I am not cut for it!

S>m°. à^wUo

: "Aja dmL²>_`' ho dmL²>_`mbm dm{hbob§ {Z`VH$m{bH$ Amho.ho Ho$di ZmQ>H$mbm
dm{hbob§ {Z`VH$m{bH$ ZmhrE. na§Vw Amåhr ZmQ>ç{deofm§H$ H$mT>m`Mm R>adbm Amho.
ZmQ>ç{deofm§H$ H$mT>rV AgVmZm "{Z{_©Vr' hr Wr_ KoVbr Amho. hr {Z{_©Vr boIH$mÀ`m
Ñï>rZ§ Am{U à`moJmÀ`m Ñï>rZ§. åhUOo à`moJm_Ü`o OodT>o ZmQ>çH$_u Á`m Á`m nmVirda
gh^mJr AgVmV. Ë`m§À`m _ZmV {Z{_©Vr H$er KS>V?o Am{U boIH$mÀ`m _ZmV {Z{_©Vr
H$er KS>Vo?
dmL²>_`m_Ü`o Omo Aä`mg Ho$bm OmVmo Vmo \$º$ g§{hVoÀ`m Ñï>rZ§. ZmQ>H$mMr
dmL²>_`rZ JwUdÎmm VnmgÊ`mÀ`m nwaVm. ZmQ>H$mMm à`moJ {dMmamV KoVbm OmV Zmhr.
`m Aä`mgmV àË`j a§J_§Mmdarb ZmQ>H$mÀ`m à`moJmMo _yë`_mnZ Ho$bo OmV Zmhr.
ZmQ>çg_rjoV gm{hË`_yë`mMm {dMma Ho$bm OmVmo.
AÀ`wV dPo : ~amo~a Amho.
S>m°. à^wUo : Oo g_rjH$ àË`j a§J_§Mmdarb ZmQ>H$mÀ`m à`moJmMo _yë`_mnZ H$aVmV Vo ZmQ>H$mMr
dmL²>_`rZ JwUdÎmm VnmgÊ`mMm {dMma H$aVrbM Ag§ Zmhr. _r ho ~KV Agë`m_wi§
_bm Ag§ dmQ>b§ H$s øm XmoÝhtZm EH$Ì AmUUmam EImXm A§H$ H$mT>mdm.
AÀ`wV dPo : Mm§Jbr H$ënZm Amho.
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S>m°. à^wUo

: boIH$, {X½Xe©H$, a§JH$_u, àH$me`moOZmH$ma, a§J^yfmH$ma, g_rjH$ øm gdmªZr ZmQ>H$
dmMë`mda Am{U ZmQ>H$ H$aVmZm Ë`m§À`m _ZmV Ë`mZm H$m` {XgV§ Vo eãXm§V _m§S>md§.
AÀ`wV dPo : ~amo~a Amho.
S>m°. à^wUo : gd©gmYmaUnUo Aer Wr_ Amho. AmnU Mm§Jbo à{V^md§V AmhmV. boIZà{H«$`oda
AmnU H$mhr ~mobmd§ åhUyZ Amnbr _wbmIV ¿`m`bm _r Am{U àgmX dZmago Ambmo
AmhmoV. _r AéU à^wUo Am{U hm àgmX dZmago.
AÀ`wV dPo : Am{U _r AMwV dPo. _r \$º$ ZmQ>H$H$ma Zmhr. a§JH$_ugwÕm Amho. Ë`m_wio _r ZmQ>çg§{hVm
Am{U Ë`m g§{hVoMm àË`j à`moJ øm XmoÝhtdahr ~moby eH$Vmo.
àgmX dZmago : ZmQ>H$ {b{hUo hr Jmoï> Or Vw_À`m ~m~VrV Pmbr Va Ë`mV gwédmVrbm what was
the trigger that you made you write?

AÀ`wV dPo : Ia§ åhUOo boIZmM§ _yi {Z{_Îm ho Zoh_rM "ZmQ>H$ H$am`M§ åhUyZ {bhm`M§', AerM gwédmV
Pmbobr Amho n{hë`m ZmQ>H$mnmgZ§. åhUOo Ag§ Zmhr H$s H$Yr _bm ZmQ>H$ ñ\w$ab§ åhUyZ _r
ZmQ>H$ {bhÿZ R>odb§. {b{hb§, Hw$UrVar Vo dmMb§ Am{U _J Vo Ho$b§. Aer à{H«$`m Zmhr
Pmbobr.
S>m°. à^wUo : Ooìhm Vw_À`m _Zm_Ü`o H$mhrVar ñ\w$aV§ Voìhm Vwåhmbm Ag§ H$m dmQ>V§ H$s AmnU
ømbm ZmQ>çê$nM Úmd§. hm EH$ Zoh_rMm àý Amho H$s boIH$mÀ`m _Zm_Ü`o Vo H$moUË`m
\$m°_©_Ü`o `oV§? H$m \$m°_©_Ü`o `oV Zmhr ?
AÀ`wV dPo : gwédmV ~mbZmQ>çm§nmgyZ Ho$br. Amåhr Voìhm emim-H$m°boO_Ü`o hmoVmo. Amnë`mbm ~mbZmQ>ç
H$am`M§`. n{hbr H$ënZm S>moŠ`mV hr, H$s _wbm§gmR>r ZmQ>H$ H$am`M§. _J Vo H$g§ H$amd§? BVa
hmoUmè`m ZmQ>H$m§nojm doJi§ H$amd§. H$mhr Var J§_V H$amdr Ë`mÀ`mV. Aem àH$maMr J§_V
H$amdr, Aem àH$maMr H°$aoŠQ>>g© Ë`mÀ`m_Ü`o `oD$ eH$VmV. ho S>moŠ`m_Ü`o {\$am`bm bmJb§.
nU Ë`mÀ`m_Ü`o H$ënZm gwédmVrnmgyZ ZmQ>H$. ZmQ>H$mMo ñdê$nM. Xþgè`m _mÜ`_mMm {dMma
nU Zmhr H$Yr Ambobm.
Ë`mÀ`m_Ü`o ~°H$J«mC§S> EH$ XmoZ Agy eH$VmV: EH$ Va ZmQ>H$ ho Amier _mUgmM§
_r{S>`_ Amho. \$ma OmñVr {bhm`bm bmJV Zmhr. {bhm`bm Ìmg hmoVmo. _mÂ`m AjamVbr
gmR> EH$ nmZ§ Pmbr H$s _mP§ XmoZ A§H$s ZmQ>H$ V`ma hmoV§ Ag§ _mP§ EH$ J{UV ~gb§ hmoV§
Voìhm. ZmQ>H$mMr àmogog n§Yam EH$ {XdgmV {bhÿZ H§$ßbrQ> V`ma hmoVo. {dMma H$am`bm EImXm
_{hZm nU OmB©b, XmoZ _{hZo nU OmVrb, EH$ df© nU OmB©b H$Yr H$Yr. nU A°ŠMwAb
ZmQ>H$ {bhm`bm gwédmV Ho$ë`mZ§Va XmoZ Vo VrZ AmR>dS>çm§V ZmQ>H$ {bhÿZ H§$ßbrQ> hmoV§.
Ë`m_wio Xa XmoZ-VrZ {Xdgm§Zr {H$Vr nmZ§ Pmbr ho _moOÊ`mMr gd` hmoVr. åhUyZ H$mX§~ar
{b{hU§ AeŠ`M hmoV§. Ë`m_wio {dMma H$am`Mr nÕVM Ñí` ñdê$nmVbr Am{U ZmQ>ç
ñdê$nmVbr hmoVr. ì`{º$aoIm§nmgZ§ gwédmV Pmbobr ~hþVoH$ gJir ZmQ>H§$ AmhoV. ì`{º$aoIm
S>moù`mg_moa Amë`mZ§Va _J Ë`m ì`{º$aoIobm H$m` åhUm`M§ Agob Vo åhUU§ Ë`m ZmQ>H$mVZ§
`oV§. Aer CbQ>r àmogog Amho Vr.
S>m°. à^wUo : Zmhr, ì`{º$aoIm AmYr g_moa Amë`m H$m Ë`m§Vbr Ame`J^©Vm AmYr bjmV Ambr?
H$m` Amb§ Vw_À`m _ZmV?
AÀ`wV dPo : doJdoJù`m ZmQ>H$mbm doJdoJù`m Jmoï>r Pmboë`m AmhoV.
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S>m°. à^wUo : EImX§ CXmhaU KoD$Z gm§Jm.
AÀ`wV dPo : gm§JVmo. AmVm fS²O gmaI§ ZmQ>H$. "gÎmmYre Am{U gÎmmYre H$gm {Z_m©U hmoVmo?' Aer EH$
Wr_ Amho Ë`mÀ`m _mJo. Ë`mÀ`m _mJo EH$ {dMma Amho. Vmo {dMma _m§S>Ê`mgmR>r åhUyZ ì`{º$aoIm
{Z_m©U Pmë`m. Ë`mVbm A{dZme åhUyZ EH$ {~{PZog_Z AgVmo Vmo ZmQ>H$mVZ§ {dMma
nmohMdÊ`mgmR>r {Z_m©U Pmbm. Ë`mbm {ZÐmZme Pmbobm AgVmo. Ë`mMr àm`ìhoQ> goH«o$Q>ar
AgVo. Ë`mMm EH$ H$ån°{Z`Z AgVmo Am{U Ë`m goH«o$Q>arMm Zdam nUerH$a. øm Mma H°$aoŠQ>aM§
Vo ZmQ>H$ Amho. ZmQ>H$mM§ åhUU§ Ag§ hmoV§ H$s hm gÎmmYre Á`m§À`mda gÎmm JmOdVmo Ë`m
bmoH$m§À`m JaOoVZ§ Vmo {Z_m©U hmoVmo.
S>m°. à^wUo : hr Wr_ AmYr _ZmV Ambr?
AÀ`wV dPo : H$m` Amho, Vo gmon§ Zmhr gm§JU§. ñnm`ab Amho Vo.
S>m°. à^wUo : hm§. hm§. hm§.
AÀ`wV dPo : åhUOo AmYr {dMma Ambm, H$s gÎmmYrembm H$m` {_iV§ Ë`mÀ`mVZ§? BWnmgZ§ gwédmV
Pmbr. _J Ë`mM§ H$m` H$maU Agy eH$V§? _J hr _mUg§ Aer H$m dmJVmV? Am{U _J H$mhr
H$maUm_wio Vmo gÎmmYre Zmhrgm Pmbm Va _J ho bmoH$ H$m` H$aUma? doS>çmgmaIo ho bmoH$
g¡amd¡am hmoUma H$s H$m`? H$s Ë`m§À`m_wio AmUIr EH$ gÎmmYre V`ma hmoUma? Va Vo ZdrZ
V`ma hmoUma. ZmQ>H$mMm àdmg gwê$ Pmë`mda Z§Va Ambobm hm {dMma Amho. nU Vmo {dMma _J
àm_w»`mZo ~mhoa `oD$ bmJbm.
S>m°. à^wUo : Am{U Z§Va _J Ë`mVrb ì`º$s g_moa Amë`m, H$m EH$mM doir KS>b§ ho XmoÝhr ?
AÀ`wV dPo : gÎmmYremda ZmQ>H$ {bhm`M§ åhUyZ gmÎmmYremM§ {MÌU V`ma Pmb§. gwê$ Pmb§ S>moŠ`mV...
H$s Aem àH$maMm _mUyg AgUma. ~mH$s gJù`m Ñï>rZo Iyn lr_§V Am{U Amam_mV amhUmam
_mUyg AgUma. nU Ë`mbm {ZÐmZme AgUma. AZoH$ àH$maMr Q>oÝeÝg AgUma. Aem
àH$maMm _mUyg AgUma. Va ho H°aoŠQ>a Pmb§ V`ma AmnmoAmn. Ë`mM§ {dœ nU V`ma Pmb§. _J
Ë`mÀ`m_wio Ë`mMr goH«o$Q>arnU Ambr. goH«o$Q>ar Am{U H$ån°{Z`Z hr Ë`mÀ`mda nyU©nUo {dg§~yZ
amhUmar _§S>ir Ambr.
S>m°. à^wUo : àË`j Amnë`m ZmQ>H$mH$So> AmnU Z§Va diy. AmYr ZmQ>H$ øm _mÜ`_m~Ôb WmoS§>
A{YH$ VnerbmZ§ gm§Jm.
AÀ`wV dPo : ZmQ>H$ ho _mÜ`_ AË`§V g_¥ÜX _mÜ`_ Amho Ag§ AmnU g_OVmo, H$maU H$mX§~arnojm
Ë`mÀ`m_Ü`o Ñí`, lmì` Jmoï>rnU `oVmV. Ñí`m§À`m ~amo~a à{V_mnU `oVmV. Am°{S>Amo
ìøwÁdb Amho åhUyZ Vo g_¥Õ Pmbob§ Amho. Ë`mM bm°{OH$à_mUo {MÌnQ> nU g_¥Õ _r{S>`_
Amho.
{MÌnQ> OmñVr g_¥Õ _r{S>`_ g_Ob§ OmV§. H$maU Ë`mÀ`m_Ü`o Vwåhmbm AZoH$ Jmoï>r
XmIdVm `oVmV, Á`m ZmQ>H$mV XmIdVm `oV ZmhrV. åhUOo am°Ho$Q> CS>mb§ Am{U ñQ>ma dm°a gwê$
Pmb§ ho Vwåhr {MÌnQ>mV XmIdy eH$Vm. ZmQ>H$mV XmIdy eH$V Zmhr åhUyZ {MÌnQ> ho ZmQ>H$mnojm
OmñV g_¥Õ _r{S>`_ Amho Ag§ åhQ>b§ OmV§, nU Vo MwH$sM§ Amho. Vo MwH$sM§ Aem H$maUmgmR>r
Amho H$s ZmQ>H$mÀ`m ~°H$J«mC§S>_Ü`o [aA°{bpñQ>H$ H$mhrM ZgV§. {VWo dñVwpñWVr XmIdUmar
A°ŠMwA{° bQ>r H$mhrM ZgVo. Vr {MÌnQ>mV H$ånbgarbr AgVo. Ë`m_wio {MÌnQ>mM§ Vo {b{_Q>e
o Z
Amho.
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ZmQ>H$mV Vo {b{_Q>oeZ ZmhrE. ZmQ>H$mV, BìhZ V_memV EH$ M¸$a _mabr H$s AmnU
_w§~B©bm nmohmoMy eH$Vmo. Vo Vwåhr {MÌnQ>mV Zmhr H$ê$ eH$V. ZmQ>H$mMm àojH$ gñn|So>S> _oH$
{~{b\$_wio V`ma AgVmo Vo EŠgoßQ> H$am`bm. Ë`mbm A{O~mV Agm Ìmg hmoV Zmhr. àmoãbo_M
ZgVmo Vmo. CbQ> Vmo Ë`mÀ`m H$ënZoà_mUo B_°{OZ H$aVmo. hr B_°{OZoeZ OmñV g_¥ÜX AgVo.
EH$ So>{\$ZoQ>br bmoH$o eZ XmIdyZ {M{ÌV H$aÊ`mnojm àojH$mÀ`m _ZmVb§ \w$bdU§ OmñV _hÎdmM§
AgV§. ~mH$sÀ`m gJù`m Jmoï>t_wio, CXmhaUmW© eãX, H$bmH$ma qH$dm BVa ~mH$sMr Or Qy>ëg
Vwåhr dmnaVm Ë`m_wio ZmQ>H$ ho OmñVr M°b|qOJ Am{U OmñV g_¥Õ Amho.
H$mX§~arV nU hmoV§ Vg§ EH$m AWu. H$mX§~arV nU eãXm§À`m ~o{ggda dmMH$ B_°OrZ
H$am`bm bmJVmo Am{U Vo OJm`bm bmJVmo. Vo _ZmÀ`m Hw$R>o Var _Ü`mda Amho. nU _Ü`mda
OmÊ`mMm BZ\°$ŠQ> H$ìh© Amho Vmo Hw$R>oVar Agm Amho: ZmQ>H$mnmgyZ OmD$Z {MÌnQ>mV Vmo Hw$R>o
Var Imbr `oVmo. ZmM Ambm, JmUr Ambr, g§JrV Amb§, ~°H$J«mC§S> å`w{PH$ Amb§ Am{U
pìhÁ`wAbr {Xgm`bm bmJb§ ZmQ>H$mV H$s Ë`m_wio Vo eãX \w$bm`bm _XV H$aVmV. eãX
\w$bm`bm øm§Mr _XV hmoVo.
boIH$mM§ H$m_ H$m` `m gJù`m àH$aUmV? boIH$mM§ H$m_ hoM H$s Ë`m§Zm _yi {Xem
XoU,§ EH$ AmamIS>m XoU,§ Am{U Á`m Á`m ì`{º$aoIm AmhoV - ì`{º$aoIm hr gJù`mV _hÎdmMr
Jmoï> Amho Hw$R>ë`mhr H$WmZH$mVbr - Ë`m ì`{º$aoIm§Zm \w$bdÊ`mgmR>r Á`m Á`m Amdí`H$
Jmoï>r AmhoV Ë`m Ë`m Jmoï>r nwadU§ ho boIH$mM§ H$m_ Amho. ho gJi§ Pmë`mZ§Va ZmQ>H$mMr
à{H«$`m Mm§Jbr g_¥Õ arVrZo nyU© hmoVo. boIH$mZo Amnë`mbm Ë`mÀ`mhÿZ OmñVr g_Oy Z`o.
boIH$ hm CJ_ñWmZ Amho gJù`m à{H«$`oMm. H$maU boIH$mZo {b{hë`m{edm` H$mhrM nwT>o
hmoV§ Zmhr. hr ZmQ>H$_§S>ir Oo Båàwìhm`OoeÝg dJ¡ao H$aVmV, Vo EpŠñn[a_|Q> åhUyZ R>rH$ Amho,
nU Ë`mMo à`moJ nU Vwåhr H$aVm! AJXr ao½`wbabr à`moJ H$aVmV! Aao à`moJ H$m` H$aVm
Vwåhr? Vmo _yI©nUm Amho Ag§ _mP§ R>m_ _V Amho. H$maU ZmQ>H$mbm EH$ ì`dpñWV âbmo
nm{hOo. Vmo Amdí`H$ Amho.
_mÂ`m ZmQ>H$mbm AZoH$Xm "A°~gS©'> åhUyZ bo~b {MH$Q>dyZ _moH$io Pmbo AmhoV bmoH$.
dmB©Q> H$s Mm§Jb§ hm ^mJM doJim. nU bo~ëg {MH$Q>dVmV Aer. BìhZ Ë`m A°~gS©> bo~ëgÀ`m
ZmQ>H$m§Zm nU EH$ So>{\$ZoQ> àdmh AgVmo. Ë`mbm doJù`mM H$mhr Var nÕVrZo bmoH$m§n`ªV
H$mhr Var nmohmoMdÊ`mMr Amdí`H$Vm AgVo Am{U Vo So>{\$ZoQ >nmohmoMdb§ OmV§. H$m`
nmohmoMdm`M§ Amho Vo Oa nmohmoMb§ Zmhr Va ZmQ>H$ \$gb§ Ag§ hmoV§. åhUOo A°~ñQ´>ŠQ> {MÌ
qH$dm H${dVogmaI§ Zmhr Vo. H$maU H${dVm Am{U A°~ñQ´>°ŠQ> {MÌ Iyn OmñV Jmoï> dmMH$mda
Am{U àojH$mda gmoS>VmV. boIH$mMm Ë`mÀ`mda VoìhT>m H§$Q´>mob ZgVmo. nU ZmQ>H$mM§ Vg§
ZgV§. ZmQ>H$H$ma Aem nÕVrZ§ gJi§ EH$Ì AmUVmV H$s àojH$m§n`ªV H$m` nmohmoMUma Amho Vo
~è`mn¡H$s H§$Q´>mob H$aVmV Am{U Vo Oa Vwåhmbm O_b§ Zmhr Va Vw_M§ ZmQ>H$ g§{hVonmgZ§M
\$gb§ !
_bm dmQ>V§, g§{hVm Am{U à`moJ øm§Mm doJdoJim {dMma H$aÊ`mMr nÕV nydu hmoVr.
_mÂ`m ZmQ>H$mMo Oo [aìøy Pmbo qH$dm _mYd _Zmoham§Zr {b{hbobo gJio [aìøy `mMr CÎm_
CXmhaUo AmhoV. _Zmoha ^anya {bhm`Mo. n{hbo hOma EH$ eãX g§{hVm. Xþgao hOma EH$ eãX
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lr_Vr à{V_m
Hw$bH$Uu `m§Mr
_wbmIV
_wbmIVH$ma :
S>m°. AéU à^wUo,
lr. adrÝÐ bmIo

lr_Vr à{V_m Hw$bH$Ur© øm§Mo B§J«Or dmL²>_` Am{U gm¢X`©emó
øm {df`mV nXì`wÎman`ªVMo {ejU Pmbobo Amho.
AJXr H$_r d`mV lr_Vr Hw$bH$Uu øm§Zr H$boÀ`m joÌmV Amnbr
H$maH$sX© gwê$ Ho$br. AmYr Ë`m ^aVZmQ>ç_² Z{V©H$m hmoË`m. Z§Va 1974 À`m
gw_mamg _amR>r, qhXr Am{U AÝ` ñWm{ZH$ ^mfm§V àm`mo{JH$ a§J^y_rMr
Midi _w§~B©À`m Amgnmg Ooìhm geº$ d CËH$f© nmdbobr hmoVr Ë`mdoir
àm`mo{JH$ a§J^y_rdaMr A{^ZoÌr hmoÊ`mÀ`m Ñï>rZo Ë`m§Zr Amnbo H$m`©joÌ
{ZdS>bo. ZmQ>çàm§VmV A{^Z`m{edm` AÝ` joÌm§Vhr Amnë`m H$V¥©Ëdmbm
g§Yr H$er {_iob `mMm Ë`m {dMma H$ê$ bmJë`m. AZw^dr {X½X{e©H$m
lr_Vr {dO`m _ohVm§er Ë`m§Mm g§~§Y Ambm Am{U Ë`m§À`m _mJ©Xe©ZmImbr
lr_Vr Hw$bH$Uu ñQ>oO _°ZoOaMr Am{U ghmæ`H$ {X½Xe©H$mMr O~m~Xmar
nma nmSy> bmJë`m. gZ 1988 _Ü`o lr_Vr Hw$bH$Uu øm AmË_H$Wm
ZmQ>H$mÀ`m {X½Xe©H$ åhUyZ àW_M àH$memV Amë`m. nwT>o lr_Vr _ohVm
Ooìhm {MÌnQ>mH$S>o dië`m Voìhm Ë`m§À`m~amo~a lr_Vr Hw$bH$Uuhr
{MÌnQ>jÌo mH$S>o dië`m Am{U lr_Vr _ohVm øm§À`m gmhmæ` {X½Xe©H$ åhUyZ
H$m_ nmhÿ bmJë`m.
gZ 2003 _Ü`o bhmZ _wbm§gmR>r {Z_m©U Ho$boë`m embm `m qhXr
{MÌnQ>mMr {X½Xe©H$ åhUyZ Ë`m§Zr O~m~Xmar nma nmS>br. AWm©V Ë`mnydu
lr. JmoqdX {ZhbmZr, S>m°. Oã~ma nQ>ob BË`mXr {MÌnQ>{Z_m©Ë`m§~amo~a Ë`m§Zr
gmhmæ`-{X½Xe©H$, lo`Zm_mbdbr boIH$ Aem O~m~Xmè`m nma nmS>ë`m
hmoË`m. _w§~B©, nwUo, Jmodm, h¡Xam~mX, ~|Jbmoa Am{U H$mobH$Vm øm ehamV
embm hm ~mb{MÌnQ> AZoH$ AmR>dS>o Mmbbm. gZ 2005 _Ü`o H¡$amo `oWo
Pmboë`m ~mb{MÌnQ>_hmoËgdmV `m {MÌnQ>mbm Am_§{ÌV Ho$bo Jobo hmoVo.
gZ 2006 _Ü`o _hmamï´> d Jmoì`mV _amR>r Am{U H$moH$Ur ^mfoV àX{e©V
Pmboë`m gmdbr `m {MÌnQ>mMr nQ>H$Wm lr_Vr Hw$bH$Uu øm§Zr {b{hbr
hmoVr. `m {MÌnQ>mMo g§dmXhr Ë`m§ZrM {b{hbo hmoVo. amï´>r` nmVirdaMo Mma
Va amÁ` nmVirdaMo AZoH$ nwañH$ma øm {MÌnQ>mbm àmá Pmbo hmoVo.
gÜ`m lr_Vr Hw$bH$Uu øm _amR>r XÿaXe©Z Am{U {MÌnQ> `mgmR>r boIZ,
{X½Xe©Z Am{U A{^Z` H$aVmV. ~mb d àm¡T> {MÌnQ>m§À`m joÌmV H$mhr
AW©nyU© H$m_ H$amdo Aer lr_Vr Hw$bH$Uu øm§Mr _hÎdmH$m§jm Amho.
lr_Vr Hw$bH$Uu øm§Mr gd©n[a{MV ZmQ>Ho$ Am{U XÿaXe©Z _m{bH$m :
ZmQ>Ho$ : AmË_H$Wm, C§M _mPm PmoH$m J§, `mM {Xder `mM doir,
VwÂ`m _mÂ`mV, gy`m©Mr {n„o, OJX§~m
XÿaXe©Z _m{bH$m : OrdZaoIm 2, àn§M, PmoH$m**, 405 AmZ§XdZ*,
à{V_mZ, "A§Hw$a'*
*nm[aVmo{fH$ àmá
**Zm_m§H$Z àmá

The Story of Development of a theatre person
Interview by Dr. Arun Prabhune and Ravindra Lakhe
Ms. Pratima Kulkarni has studied English Literature and Aesthetics. In the field
of Performing Arts, She trained as a Bharat Natyam dancer. Later, in the seventies she
started working in a group doing Experimental Theatre which brought her in contact
with the veteran Director Ms. Vijaya Mehta. Under her, she learned the skills of stage
management and direction along with acting. Her directorial debut was with Atmakatha
which was well received and was a critical success. Later again under Smt. Mehta’s
influence, she turned to films and worked in many departments like direction, scripting
title visuals and so on. Starting with a children’s film Shaala, she has contributed
significantly to Films, stage and Television.
In this interview she traces her development as a theatre person and as a film maker.
She belonged to a theater loving family and had the habit of watching plays since
childhood. Contact with Experimental plays in formative years set some standards and
kindled aspiration to do something in this field. Her first stage appearance was in a Marathi
adaptation of Frederico Garcia Lorca’s Yerma, Changuna, directed by Jaydeo Hattangadi.
Later she participated in a workshop by Vijaya Mehta for a month, which developed the
deeper aspects of acting on stage, awareness of Body-Mind interactions and explorations
and other aspects of stagecraft. This gave a different perspective on Theatre. Ms. Kulkarni
says in interview.The reasons for accepting a play do not have to be anything beyond the
fact that I like the script when I read it. Audiences do not necessarily accept my choices.
Even today I would find it difficult to say whether I like acting more than direction I
learned both under Vijayabai. In one way or another I worked with her for 13 years.
I treat the text as written by the playwright as supreme. Any changes would be to
heighten and underline the statement of the play. All technical support also has to aim
at the content and its expression. All have to work towards the same goal.
The attitude and perspective on life is an important factor in the unity of purpose
that develops in a stage team. The idea of the tradition of Guru- Shishya is a living
concept which does not-should not- expect carbon copies, but reinterpretations of the
devices, stagecraft and demands of the script. Under Vijayabai I could sense the
difference between the obviously theatrical acting and the drama in sober realistic key.
I do not think I can say that theatre is my life. I get extremely involved and enjoy the
process of designing, synchronizing all the elements, and that holds me there. I like to
portray the vision of life embodied in scripts. There is no high theoretical well defined
purpose. I trust my inspiration. Directing actors who were already famous was not
different because I depend on my vision of the play. I produce it as I see it. I see the
spoken as well as non-verbal aspects of characters that enrich communication in theatre.
There are several joint collaborative efforts in the theatre world. They are important
in cultural circulation across different systems. The play has to entertain and offer both, a
relief and a hope and set a thoughtful chain in the audience at the deeper level. All training
is useful for the talented and it generates ‘informed’ audience. Theatre activity is very
difficult in the present context. It can survive only with a new approach to theatre
economics.
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S>m°. à^wUo

: ZmQ>H$mMr AmdS> H$moUË`m d`mV {Z_m©U Pmbr ? n{hbo ZmQ>H$ H$Yr d H$moUVo
Ho$bo ? ZmQ>H$mMr AmdS> {Z_m©U hmoÊ`m_mJo H$moUmMr àoaUm hmoVr H$m ? H$moUmMm
AmXe© S>moù`m§g_moa hmoVm H$m ?
à{V_m Hw$bH$Uu : gmYmaUnUo àË`oH$ _amR>r KamV ZmQ>H$ nmhÊ`mMr AmdS AgVoM. _mÂ`mhr KamV _mÂ`m
AmB©-d{S>bm§Zm \$º ZmQ>H$mMrM Zìho Va emór` g§JrVmMr, Z¥Ë`mMrhr AmdS> hmoVr. _r
AZoH$ doim Ë`m§À`m~amo~a ZmQ>H$m§Zm, concerts Zm OmV Ago. Ë`m{edm` _mÂ`m bhmZnUr
gwYm H$a_aH$a, aËZmH$a _VH$ar øm§Mrhr ZmQ>H§$ Iyn hmoV AgV. Vr _mÂ`m emioÀ`m
qH$J Om°O©À`m-hm°b_Ü`o hmoV Agë`m_wio _mÂ`m ^md§S>m§~amo~a Vr nmhU§ ghO eŠ`
hmoV Ago.
Hw$R>ë`mhr ZmQ>H$mbm Job§ H$s Xþgè`m Am{U {Vgè`m ~obÀ`m _Ü`o _mP§ bj ñQ>oOH$S>o
Agm`M§. ~§X nS>ÚmÀ`m ImbyZ ñQ>oOda Mmbbobr nyOm {Xgm`Mr. _bm dmQ>m`M§ Ë`m
nS>ÚmÀ`m _mJo EH$ OmXÿM§, AX²^wV, _§Vabob§ OJ Amho, Am{U _mPr OmJm Ë`m OJmV
Amho, BWo Zmhr. Ë`mdo i r d` H$m` hmo V § AmR> d V Zmhr, nU 10-12 no j m
OmñV ZìhV§.
WmoS>r _moR>r Pmë`mZ§Va nm{hbobr ZmQ>H$§ - Am{U Z nm{hbobrhr {dH$V KoD$Z dmMm`Mr
gd` bmJbr. Ë`mV dg§V H$mZoQ>H$am§Mr Aly§Mr Pmbr \w$bo, boHw$ao CX§S> Pmbr, am`JS>mbm
Ooìhm OmJ `oVo, BWo Amoemibm _¥Ë`y `mgmaIr ZmQ>H§$ hmoVr Am{U nwéfmoÎm_ XmaìhoH$am§M§
H$Q>çma H$miOmV Kwgbr _mP§ Am°b Q>mB©_ \o$ìhaoQ> hmoV§. Ë`m{edm` nw.b§.Mr VwPo Amho
VwOnmer, gw§Xa _r hmoUma `m ZmQ>H$m§À`m Ë`m {dœmV _r \$ma a_V hmoVo Am{U Vr nwñVH§$
KoD$Z dmMU§, naV EH$Xm nm{hbob§ ZmQ>H$ AZw^dU§ hm _mPm ZmXM Pmbm hmoVm.
n{hb§ ZmQ>H$ Ho$b§ H$m°boOÀ`m eodQ>À`m dfm©V, B.A. bm AgVmZm. "Am{dîH$ma'V\}$
O`Xod hÅ>§JS>r Mm§JwUm åhUOoM \«o$S>o[aH$mo Jm{e©`m bm°H$m©M§ `_m© H$aV hmoVm. Ë`mV Iyn
_wbr hì`m hmoË`m. nwînm~mB© ^md|Zm Vo _mhrV hmoV,§ Ë`m§Zr _bm {dMmab§ Am{U _r "Am{dîH$ma'
g§ñWoV Jobo, Mm§JwUm _Ü`o EH$ N>moQ>m amob Ho$bm. VoM _mP§ n{hb§ ZmQ>H$.
ZmQ>H$ hr Jmoï>M _wimV \$ma AmdS>rMr hmoVr, Ë`mdoir AmXe© åhUÊ`mBVH§$ H$mhr
H$iV ZìhV§. Zmhr åhUm`bm, "a§Jm`Z'~Ôb EoHy$Z hmoVo, Ë`mgmaI§ H$mhrVar H$amd§ Ag§
dmQ>V hmoV§. em§VVm ! H$moQ>© Mmby Amho nm{hb§ hmoV§ Am{U Vo \$ma AmdS>V§ hmoV§. AmnU
AmÎmmn`ªV nm{hboë`m Am{U dmMboë`m ZmQ>H$m§nojm ho doJi§ Amho ho OmUdb§ hmoV§, Am{U
Ag§ H$mhrVar H$amd§ Ag§ \$ma dmQ>b§ hmoV§. Ë`mZ§Va dmMÊ`mMr ZmQ>H§$ ~Xbbr- gImam_
~mBªS>a, {JYmS>o gmaIr Or ZmQ>H§$ nmhÿ eH$V ZìhVo. Vr dmMm`bm bmJbo... Ë`mgma»`m
ZmQ>H$m§Mr AmdS> dmQ>m`bm bmJbr.
S>m°. à^wUo
: ZmQ>çH$boV {eH$dUmam dm KS>dUmam Hw$Ur Jwê$ qH$dm _mJ©Xe©H$ hmoVm H$m ? Ë`mÀ`m
à^mdmMo ñdê$n ?
à{V_m Hw$bH$Uu : n{hbm Jwê$ hmoVm O`Xod hÅ>§JS>r. Ë`mZo A{^Z`m~Ôb EH$ Ñï>r {Xbr. Ë`mZo gm§{JVbobr
AmOhr AmR>dUmar Jmoï> åhUOo- Xmê$S>m Ooìhm Xmê$ {nVmo, Voìhm AmnU {H$Vr sober
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S>m°. à^wUo

:

à{V_m Hw$bH$Uu :

S>m°. n«^wUo

:

à{V_m Hw$bH$Uu :

AmhmoV ho XmIdm`Mm à`ËZ H$aVmo. Voìhm _bm Ë`mVyZ H$ibobr Jmoï> hr hmoVr H$s A{^Z`
hr daH$aUr XmIdÊ`mMr Jmoï> Zmhr, Vr Ë`mhÿZhr \$ma Imobdê$Z Ambobr AgVo. Ë`mdoir
Ë`mda OmñV {dMma Ho$bm Zmhr, H$maU ho gd© Vmb_tÀ`m H$mimV EoH$m`bm {_iV hmoV§. ho
Amnë`m nwT>À`m Am`wî`mV \$ma Cn`moJr nS>Uma Amho ho Voìhm H$iV ZìhV§. {edm` AmnU
ZmQ>H$ H$aVmo AmhmoV hr Jmoï>M EdT>r thrilling hmoVr H$s Ë`m 'high' _Ü`o {dMmam§Zm \$maer
OmJm ZìhVr.
Ë`mZ§Va {dO`m~mBªH$S>o (_ohVm) EH$ _{hÝ`mM§ {e~ra Ho$b§. {VH$S>o ZmQ>H$mH$S>o
S>moignUo ~Km`bm {eH$bo. Mm§Jbm A{^Z` åhUOo H$m`, dmB©Q> A{^Z` åhUOo H$m` ?
ZQ>mMm process H$m` AgVmo, H$m` Agm`bm hdm ho {eH$m`bm {_imb§. Amnë`m _ZmVë`m
Imob ^mdZm§Mm emoY H$gm ¿`m`Mm, eara Am{U AmdmOmVyZ Ë`m ì`º$ H$aVmZm H$m` hmoV§,
H$m` ìhm`bm nm{hOo, ZmQ>H$mM§ text Ñí` _mÜ`_mVyZ _m§S>VmZm {H$Vr àH$mao _m§S>Vm `oV§,
Ë`mVbm Hw$R>bm àH$ma {ZdS>mdm, Vo H$emÀ`m AmYmao R>admd§, EH$m ~§X ñnog_Ü`o {H$Vr
àH$maMm AZw^d ì`º$ H$aVm `oVmo.
ZmQ>çH$boH$S>o ~KÊ`mMr Amnbr Ñï>r H$moUVr ? H$[a`a, ì`dgm`, H$bm H$s
AOyZ H$mhr ? Amnë`m ZmQ>çH¥$Vr_Ü`o Vr Ñï>r H$er à{Vq~~rV Pmbr Amho ?
H$mhr CXmhaUo ?
Ia§ åhUOo ømM§ CÎma _bm _mhrV Zmhr Ag§M Úmd§ bmJob. _bm ZmQ>H$ H$am`bm AmdS>V§,
Hw$Ur _mÂ`mH$S>o ZmQ>H$ KoD$Z Amb§ Am{U Vo _bm AmdS>b§ H$s _r Vo H$aVo. AZoH$ doim
_bm dmQy>Z Job§ Amho H$s "_bm AmdS>b§' ømnojm H$mhr doJim {dMma _r H$m Zmhr Ho$bm,
Og§ àojH$m§Zm AmdS>ob H$m, qH$dm Ë`m§Zm Anrb ìhmd§ åhUyZ H$mhr Jmoï>r gmoß`m Am{U
MQ>nQ>rV H$am`bm hì`mV H$m... nU ho gJi§ ZmQ>H$ nS>ë`mZ§Va hmoV§, Vmon`ªV Ë`mMm
Cn`moJ ZgVmo Am{U nwT>M§ ZmQ>H$ {_ion`ªV BVH$m H$mi _Yo Jobobm AgVmo, H$s ho gJi§
_r naV {dgabobr AgVo. EH$ CXmhaU Úm`M§ Va A{^am_ ^S>H$_H$aZo {b{hbob§ `mM
{Xder `mM doir Vo AmYr EH$-XmoZ {X½Xe©H$m§Zr ZmH$mab§ hmoV§, Iyn ~Xb H$am`bm hdoV
åhUyZ gm§{JVb§ hmoV§. _r _mÌ Og§À`m Vg§ Vo Ho$b§. H$maU _bm Ë`mV EH$m eãXmMmhr ~Xb
H$amdmgm dmQ>bm Zmhr. nU àojH$m§Zr Vo ZmH$mab§. H$Xm{MV Vo Iyn OS> Pmb§ Agmd§. Ë`m
ZmQ>H$mVb§ àIa dmñVd Ë`m§À`m nMZr nS>b§ Zgmd§. _mUgm-_mUgmVbm g§dmX hadbm
Amho hm Ë`m ZmQ>H$mMm _yi {df` hmoVm. Hw$Qw>§~mV Hw$Ur EH$_oH$m§Zm g_OyZ KoV Zmhr Amho,
àË`oH$ OU EH$mH$s Amho, hadbm Amho, hr Ë`mMr Wr_ hmoVr. nU ZmQ>H$ ~gdV AgVmZm
_r Ë`m g§{hVoMr, Ë`mVë`m content Mr demand H$m` Amho ømMm {dMma H$ê$Z ~gdb§
hmoV§. àojH$m§Zm H$m` AmdS>ob, éMob, ømMm {dMma Ho$bm ZìhVm.
Amnbm AmoT>m A{^Z`mH$S>o hmoVm H$s XÿaXe©ZH$S>o ? ho H$moUË`m d`mV bjmV
Ambo ? _J Ë`m Ñï>rZo Vr H$m¡eë`o àmá H$aÊ`mgmR>r H$moUVo à`ËZ Ho$bo ?
_mPm AmoT>m A{^Z`mH$S>o Amho H$s {X½Xe©ZmH$S>o ho _bm AmOhr gm§JVm `oUma Zmhr, nU
{X½Xe©ZmMr kick qH$dm zing OmñV `oVo ho Ia§ Amho. {X½Xe©H$ hmoÊ`mgmR>r _r _wÔm_ H$mhr
doJi§ Ho$b§ Zmhr. {dO`m~mBªÀ`m {e{~amV ~hþVm§er {dÚmWu A{^Z` {eH$m`bm Ambo
hmoVo. {X½Xe©ZmgmR>r _mÌ {VK§-Mm¡K§M hmoVo. ~mBªM§ Amnë`mH$S>o bj Omd§ EdT>çm N>moQ>çm
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à{V_m Hw$bH$Uu :

Am{U åhQ>b§ Va ñdmWu hoVyZ§ _r {X½Xe©Z {eH$m`M§ R>adb§. Ë`mà_mUo ~mBªM§ _mÂ`mH$S>o
bj Job§hr. Ë`mZ§Va _r Ë`m§Mr ghm`H$ Pmbo Am{U gbJ Zìho nU Q>ßß`mQ>ßß`mV 13 dfª
_r Ë`m§À`m~amo~a H$m_ Ho$b§.
ZmQ>ç{X½Xe©ZmH$S>o Ho$ìhm dibmV? {H$Vr H$mi ZmQ>Ho$ {X½X{e©V Ho$brV ?
H$moUVr ? ZmQ>ç{X½Xe©ZmMo doJionU. CXmhaUo Ano{jV.
_r \$ma H$_r ZmQ>H§$ {X½X{e©V Ho$br AmhoV, nU {H$Vr H$mi ømbm CÎma Zmhr. H$maU
H$Xm{MV ømnwT>ohr _r ZmQ>H$ H$aoZ. n{hb§ ZmQ>H$ {X½X{e©V Ho$b§ Vo _hoe EbHw§$Mdmam§M§
AmË_H$Wm. Vo _mÂ`mH$S>o `oÊ`mgmR>r {Z{_Îm Ag§ Pmb§ H$s _r Ë`mM§ B§J«OrV ^mfm§Va Ho$b§
hmoV§, Ë`m_wio _mPm Ë`m g§{hVoMm ~è`mn¡H$s Aä`mg Pmbm hmoVm. S>m°. bmJy Vo AmYr
H$aUma hmoVo nU Ë`m§Zm AMmZH$ A_o[aHo$bm Omd§ bmJb§. ZmQ>H$ Z§{XH$ma \o$ñQ>rdb_Ü`o
hmoUma ho AmYrM R>ab§ hmoV§, VmarIhr R>abr hmoVr. Ë`m_wio S>m°ŠQ>a `m`À`m AmYr AmnU
H$m_ gwê$ H$am`M§ Am{U Vo Amë`mda Ë`m§Mr Vmbr_ H$am`Mr Ag§ R>ab§ Am{U åhUyZ Vo
ZmQ>H$ _mÂ`mH$S>o Amb§.
_mÂ`m {X½Xe©ZmM§ doJionU ho Hw$Ur {Vgar ì`º$s H$Xm{MV gm§Jy eHo$b. _bm gm§JVm
`oUma Zmhr. EH$M gm§Jy eHo$Z H$s _r g§{hVm supreme _mZyZ {dMma H$aVo. boIH$mZ§ Oo
{b{hb§ Amho, VoM {Od§V H$ê$Z XmIdm`M§ Amho, ho _mÂ`m S>moŠ`mV n¸§$ AgV§. åhUOo _r
g§{hVoV ~XbM H$aV Zmhr Ag§ Zmhr, nU boIH$mM§ åhUU§ OmñV à^mdr ìhmd§, `mgmR>r
H«$mâQ> nmVirda H$mhr ~Xb H$amdo bmJVmV. nU _yi H$ÝQ>oÝQ>bm _r H$YrM Y¸$m bmdV
Zmhr.
{X½Xe©Z H$aVmZm H$moUH$moUË`m _mZ{gH$ à{H«$`m KS>VmV ? ì`º$s, Ë`m§Mo H$nS>o,
hmd^md, bH$~r, hmbMmbr `m§Zm _yV©ê$n H$em_wio XoVm `oVo ? H$em_wio Ë`m§Zm
{d{eï> ê$nmV gmH$ma H$amdo dmQ>Vo ? H$mhr ZmQ>H$m§À`m CXmhaUm§gh gm§{JVë`mg
g_OÊ`mg _XV hmoBb
© .
øm àíZmM§ CÎma XoU§ AdKS> Amho, H$maU ho gJi§ sub-conscious nmVirda KS>V
AgV§. ZmQ>H$ àW_ EoH$VmZm qH$dm dmMVmZmM S>moù`mg_moa Vo KS>V OmV AgV§, Ñí` ê$n
{XgV AgV§. Ë`mZ§Va CaV§ Vo \$º$ "Oo {Xgb§ Amho Ë`mbm _yV© ñdê$n XoU§- ZonÏ`mVyZ,
àH$me`moOZoVyZ Ë`mbm R>merd ê$n XoU§- Vo enhance H$aU§- ZQ>m§À`m eara AmdmOmVyZ Vo
{Od§V H$aU§.' ho H$aÊ`mgmR>r bmJUmar Oo H$m¡eë` Amho, Vo _wimVM Agm`b§ bmJV§.
AWm©V AmnU Vo gVV nmaOy eH$Vmo, Ë`mbm Yma bmdy eH$Vmo.
_r bhmZ AgVmZm Or ZmQ>H§$ dmMm`Mo, Vr _mÂ`m S>moù`mg_moa KS>V Om`Mr. Ë`m_wio
H$Xm{MV ZH$iV _r {X½Xe©ZmM§ H$m¡eë` nmaOb§ Agob. nU `mgmR>r gdm©V OmñV Amdí`H$
H$m` Va Am`wî`m_Yo, _mUgm§_Ü`o ag AgU§. Amnë`m ^modVrÀ`m Jmoï>r ~maH$mB©Zo {Q>nU§,
Ë`m~Ôb empathy AgU§. bmoH$m§À`m OJÊ`m_Ü`o, Ë`m§À`m ^md^mdZm§À`m H$„moim~Ôb
empathy Agob, Va AmnmoAmn Vo {X½Xe©ZmV C_Q>V§, boIH$mZo {b{hbobr ì`{º$aoIm
_wimgH$Q> H$iVo, {VMm AmË_m AmnmoAmn JdgVmo. hm AmË_m JdgU§ _hÎdmM§, H$maU
~mH$s gJi§ \$º$ Ë`mM§M _yV© ê$n AgV§.
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adtÐ bmIo

: AmiVoH$a, Ho$.Zmam`U H$mio, eoUm°`, n§. gË`Xod Xþ~o Aem AZoH$ {X½JO a§JH$_vMr
Jwéna§nam Amnë`mH$S>o Amho. AmXaUr` {dO`m _ohVm øm Vwåhmbm JwéñWmZr AmhoV.
Va Vwåhmbm _amR>r ZmQ>ç- joÌmVrb Jwé{eî` na§naoMo _hÎd H$m` dmQ>Vo ?
à{V_m Hw$bH$Uu : _amR>r ZmQ>H$M Zmhr, Va Hw$R>ë`mhr H$bo_Ü`o-BVH§$M Zmhr, Va Hw$R>À`mhr joÌm_Ü`o Jwé{eî` na§nam _bm \$ma _hÎdmMr dmQ>Vo. _J Vo _°ZoO_|Q> Agmo, Om{hamV joÌ Agmo qH$dm
AJXr H$åß`wQ>a gm°âQ>doAa. _mÌ, Jwê$ Amnë`m {eî`mbm H$m` XoVmo Am{U {eî` H$m`
KoVmo, `mda ~a§M H$mhr Adb§~yZ Amho. {eî` Oa Ho$di Jwê$Mr Z¸$b H$aUma Agob,
Ë`mÀ`mH$Sy>Z {_imbobr {eXmoar nwadyZ nwadyZ ImUma Agob, Va _wimV Vr Jwê$-{eî`
OmoS>rM Zmhr Ag§ åhUmd§ bmJob. _J Ë`m§Zm \$ma Va {ejH$ Am{U {dÚmWu EdT>§M åhUVm
`oB©b. Jwê$Zo Ñï>r XoU§, H$m_mMr EH$ {\$bm°gm°\$s XoU§ JaOoM§ Amho. VoìhmM Ë`mbm Jwê$
åhUVm `oB©b Am{U Omo {eî` Vr Ñï>r A§Jr ~mUdVmo, _wadVmo, Ë`mV ñdV:Mr _mobmMr ^a
KmbyZ Vr nwT>À`m {nT>rbm gwnyX© H$aVmo, Ë`mbmM {eî` åhUVm `oB©b.
a§J^y_r~Ôb Img ~mobm`M§ Pmb§ Va Jwê$À`m H$mimV Oem àH$maMr ZmQ>H§$ hmoV
AgV, VemM àH$maMr ZmQ>H§$ nwT>À`m H$mimV hmoD$ eH$V ZmhrV, hmoVm H$m_m Z`oV.
Pmë`mg Vo a§J^y_r, {VMm àojH$ Am{U EHy$UM g_mOmÀ`m {ZamoJrnUmM§ bjU Zmhr.
a§J^y_r hr àdmhr Amho. Aem doib
o m Oo ZmQ>H$, Oem àH$maMr g§{hVm Jwê$Zo H$Yr hmVmibrM
Zgob, Aer g§{hVm {_imë`mg {eî` H$m` H$aob ? Va _wÔm Agm H$s àW_ ZmQ>H$
åhUOo H$m`, Vo H$emgmR>r H$am`Mo AgVo, Ë`mVyZ H$m` gmÜ` H$am`Mo AgVo, hr Ñï>r
XoU§ Ano{jV Amho. hm nm`m Oa n¸$m Agob, Va _J hmVmV Amboë`m g§{hVoMm {dMma
H$gm H$amdm, ho Ë`m {eî`mbm AmnmoAmn C_JV§. Ë`m g§{hVoM§ åhUU§ H$m` Amho, Ë`mVë`m
ì`{º$aoIm§Mm _wÔm H$m` Amho, Vo åhUU§ àojH$m§g_moa à^mdrnUo H$g§ _m§S>Vm `oB©b,
Ë`mMm \$moH$g H$m`... B.B.
Ë`mZ§Va _J `oVmo EñWo{Q>H$ {dMma. CXm. EImÚm àg§JmMm H|$Ðq~Xÿ H$m` Amho, Vmo
AYmoao{IV H$aÊ`mgmR>r Ë`m àg§JmMm KmQ> H$gm Agmdm, Vmo àg§J H$gm gwê$ hmoD$Z H$gm
g§në`mg Ë`mVyZ H$m` n[aUm_ gmÜ` hmoVmo; àg§JmMr b` H$m` Agmdr, _wimV b` åhUOo
H$m`... ^mfm, g§dmX, A{^Z`, g§JrV, Ñí`-aMZm, àH$me`moOZm...øm gJù`mMm {dMma
Am{U ømH$S>o ~KÊ`mMm Ñ{ï>H$moZ Jwê$H$Sy>Z KoVbm Agob, Va g_moa Amboë`m Hw$R>ë`mhr
(AmdS>boë`m) g§{hVobm {eî` Ý`m` XoD$ eHo$b.
ømV AmUIr$ EH$ _hÎdmMm _wÔm Amho. Jwê$ Am{U {eî` ho XmoKohr OJÊ`mH$S>o,
_mUgm§H$S>o Am{U g_mOmVë`m àíZm§H$S>o-{edm` Amnë`m H$[aAaH$S>o EH$mM ZOaoZo nmhV
AgVrb Ag§ Zmhr. Varhr Amnmnë`m Om{Udm H$m`_ R>odyZ, Ë`m§À`mer àm_m{UH$ amhÿZ
{eî` Jwê$Zo XmIdboë`mM dmQ>oZo nwT>o dmQ>Mmb H$ê$ eHo$b, BVH$s Jwê$Zo XmIdbobr dmQ>
{demb Agmdr.
adtÐ bmIo
: {dO`m _ohVm§À`m {X½Xe©Z nÕVr{df`r H$m` gm§JVm `oB©b ? AmUIr Hw$Um
{X½Xe©H$m~amo~a H$m_ Ho$bo Agë`mg BVa {X½Xe©H$ Am{U {dO`m~mB© øm§À`mVrb
Ñ{ï>H$moUmV H$m` \$aH$ OmUdVmo ?
& lr_Vr à{V_m Hw$bH$Uu `m§Mr _wbmIV & 63 &

à{V_m Hw$bH$Uu : hr Jmoï> _bm eãXmV {H$VnV _m§S>Vm `oB©b ho _mhrV Zmhr, nU à`ËZ H$aVo. {dO`m~mBªMr
ZmQ>H§$ EH$ àojH$ åhUyZ ~KVmZm Vr doJir AmhoV ho OmUdb§ hmoV§, nU Ë`mV H$m` doJi§
Amho ho H$iÊ`mM§ d`hr ZìhV§ Am{U H$mhr AZw^d ZìhVm. BVahr AZoH$ ZmQ>H§$ AmdS>V
hmoVrM. nU Ë`m BVa AmdS>boë`m ZmQ>H$m§V H$mhr à_mUmV Var "ZmQ>H$snUm' Agm`Mm,
dmñVdmer Ë`mMm \$magm g§~§Y Zgm`Mm. nU ~mBªÀ`m ZmQ>H$mV ZmQ>ç_`Vm AgyZhr
ZmQ>H$snUm Zgm`Mm. BVa ZmQ>H$m§V \$º$ g§dmXmbm, g§dmX\o$H$sbm _hÎd Agm`M§. ~mBªÀ`m
ZmQ>H$mV n{hë`m§XmM _bm {S>PmB©Z {Xgb§, g§dmXm§À`m nbrH$S>o OmD$Z nmÌm§Mr _Z§ H$ibr.
Oo ~mobb§ Job§ Vo \$ma à^mdrnUo g_Ob§, nU Oo ~mobb§ Job§ Zmhr, Vohr Imobn`ªV OmUdb§.
Ë`mhr nbrH$S>o OmD$Z Vr ZmQ>H§$ \$º$ Ë`m g§{hVonwaVr Am{U Ë`mV gm§{JVboë`m
Jmoï>rnwaVr _`m©{XV ZìhVr, Ë`mhrnojm Ë`m§Mm nQ> {demb hmoVm. ømÀ`m_Yo Ë`m ZmQ>H$H$mamM§
`moJXmZ {Z{ûMVM hmoV§, nU ZmQ>H$H$mambm Oo åhUm`M§ Amho, Vo OmñVrV OmñV à^mdrarË`m
_m§Sy>Z ~mB© Vmo AZw^d A{YH$ JS>X H$aÊ`mV `eñdr ìhm`À`m. ì`{º$aoIm§Mm AmË_m Ë`m§Zm
Jdgm`Mm Am{U Vmo AmË_m a§J^y_rÀ`m gd© KQ>H$m§_YyZ ~mB© ì`º$ H$am`À`m. Ë`m_wioM
Ë`m§À`m ZmQ>H$m§À`m a§Jmd¥Îmr dmMU§ Am{U à`moJ ~KU§ ho XmoZ {Za{Zamio AZw^d Agm`Mo.
adtÐ bmIo
: EdT>o Zmd {_iyZgwÕm AmnU _moOHo$M H$m_ Ho$bo Amho. ZmQ>H$ Zmhr Ho$bo Va _r
OJy eH$Uma Zmhr qH$dm ZmQ>H$ hm _mPm œmg Amho Ago _bm dmQ>V Zmhr. Ago
Vwåhr ~mobbm hmoVmV. ho Jm°{gn åhUyZ Zmhr Va _hÎdmMo Amho. AmnU H$arV
Agboë`m H$m_mH$S>o àË`oH$ a§JH$_u H$go nmhmVmo øm_wio ømMm g§nyU© a§J^y_rÀ`m
àdmgmda n[aUm_ hmoVmo. hr EH$ Vw_Mr ^y{_H$mM Pmbr. Va ømbm Agbobr
g¡Õm§{VH$ ~¡R>H$ H$m` Amho ?
à{V_m Hw$bH$Uu : g¡ÕmpÝVH$ ~¡R>H$ hm Oam _moR>m eãX Pmbm. Ver H$mhr Zmhr Amho. Am{U Agë`mg _bm
Ë`mMr OmUrd Zmhr ! _wimVM _bm ZmQ>H$ qH$dm BVa H$emhrnojm _mUg§, Ë`m§M§ OJU§ ho
OmñV _hÎdmM§ dmQ>V§. Ë`m gJù`m~Ôb _bm OmñV AmË_r`Vm Amho. EImXr gw§Xa Jmoï>
nm{hbr, gw§Xa JmU§ EoH$b§, Va Vr ~mobyZ Xhm, drg, e§^a bmoH$m§Zm gm§Jmdr Ag§ {OVH§$
nQ>H$Z dmQ>V§, {VVH§$ Ë`mM§ ZmQ>H$ H$amd§ Ag§ dmQ>V Zmhr.
VarnU ZmQ>H$ Iyn AmdS>V§M. ZmQ>H$mÀ`m Vmb_r KoU§, EImXm grZ ~gdU§, EImX§
nmÌ CbJSy>Z nmhU§, Vo ZQ>mÀ`m eara Am{U AmdmOmVyZ H$ê$Z KoU§, gJù`m ZQ>m§MrAm{U AWm©V Ë`m§À`m ì`{º$aoIm§Mr- EH$ qg\$Zr ~m§YV OmU§ hm AZw^d A{Ve`
AmëhmXXm`H$ Amho ho {Z{d©dmX. nU H$[a`aMm ^mJ åhUyZ _r ZmQ>H$mMm {dMma H$Yr Ho$bm
Zmhr. H$emMmM Zmhr. Oo gm§Jmd§g§ dmQ>b§ Vo gm§{JVb§. Ë`m_wio ~hþVoH$ gJir ZmQ>H§$ Hw$Ur
{Z_m©Vm KoD$Z Ambm Am{U AmdS>br VoìhmM Ho$br. Ooìhm AmdS>br ZgVmZmhr H$mhr BVa
CÔoemZo Vr Ho$br, Voìhm Ë`mMm \$Q>H$mhr ~gbm. Vr ZmQ>H§$ Mmbbrhr ZmhrV Am{U _bm
Ë`mVyZ AmZ§Xhr {_imbm Zmhr. Ë`mÀ`mhrnojm _hÎdmM§ ho H$s _r \$ma H$_r bmoH$m§er g§dmX
gmYy eH$Vo, Am{U Á`m§À`mer _mPm g§dmX gmYV Zmhr, Ë`m§À`m~amo~a _r H$m_ H$ê$ eH$V
Zmhr.
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lr.am_Xmg ^Q> H $i ho E_.E. (amÁ`emó), nrEM.S> r .,
Eb.Eb.~r. AmhoV. Tata Institute of Social Sciences and the
Institute of Gandhian Studies, Mumbai Institute of
Gandhian Studies, Wardha `oWo pìh{OqQ>J àmo\o$ga AmhoV.

ZmQ>çdmL²_>`mMm Am{U a§J^y_rMm lr.^Q>H$i øm§Mm gImob Aä`mg
Amho. gZ 1969 Vo 1972 `m H$mimV Q>mBåg Am°\$ B§{S>`mMo Vo ZmQ>çg_rjH$
hmoVo. _amR>r Am{U B§J«Or a§J^y_rda Ë`m§Zr ^anya boIZ Ho$bobo Amho.
Am°Šg\$S©> {hñQ´>r Am°\$ _amR>r {WEQ>a _Ü`o Ë`m§Zr {b{hbo Amho
lr. ^Q>H$i øm§Mr Political alternatives in India, Snakes
and Ladders,and alternate Strategies for India's
Development hr nwñVHo$ B§J«OrVyZ Va {OJgm°, _hm_mZd Jm§Yr Am{U

Ë`m§Mm {_Ìn[adma hr nwñVHo$ _amR>rVyZ à{gÕ Pmbr AgyZ øm _amR>r
nwñVH$m§Zm _hmamï>« emgZmMm CËH¥$ï> dmL²>_`{Z{_©VrMm nwañH$ma àmá Pmbm
Amho. Ë`m§Mo OJX§~m ho ZmQ>H$ _amR>rV àH$m{eV Pmbo AgyZ gZ 2009
_Ü`o à`moJê$nmV gmXa Ho$bo Jobo Amho.
am_Xmg ^Q>H$i øm§Zm »`mVZm_ àH$meH$ åhUyZ AmoiIbo OmVo.
lr.^Q>H$i øm§Zr gZ 1962 _Ü`o nm°ß`wba ~wH$ So>nmoÀ`m _amR>r d B§J«Or
àH$meZmMo H$m_ ñdV§ÌnUo gwê$ Ho$bo. `m XmoÝhr ^mfm§V AZoH$ XO}Xma Am{U
g§emoYZmË_H$ J«§W Ë`m§À`m nm°ß`wba àH$meZZo àH$m{eV Ho$bo AmhoV.
ÑH²$lmì` àH$meZ_mÜ`_mÀ`m joÌmV H$m`© H$aÊ`mMr gwédmV `mM
àH$meZmZo àW_ Ho$br. lr.^Q>H$i øm§À`m H$ënZoVyZ OÝ_boë`m d
lr.A_mob nmboH$a øm§Zr {X½X{e©V Ho$boë`m nmCbIwUm øm XÿaXe©Z
_m{bHo$Mr {Z{_©Vr Ho$br Jobr Amho.
_hmamï´> emgZmÀ`m CËH¥$ï> àH$meZmÀ`m n{hë`m nwañH$mamMo Vo _mZH$ar
hmoVo. Am¡a§Jm~mX `oWo g§nÞ Pmboë`m Xþgè`m _amR>r àH$meH$ g§_obZmMo Vo
AÜ`j hmoVo. ~m°å~o ~wH$gobg© A°ÝS> npãbeg© Agmo{eEeZMo Am{U
H°$nopŠgb `m {Z`m©VXmam§À`m g§ñWoÀ`m ~wŠg A°ÝS> npãbHo$eZ n°ZobMo Vo
^yVnyd© AÜ`j hmoVo. \o$S>aoeZ Am°\$ B§{S>`Z AdmS©>, {S>pñQ>§J{díS> npãbeg©
AdmS©> XoD$Z Ë`m§Zm Jm¡adbo Jobo Amho. _hmamï´> \$mC§So>eZMm OrdZ Jm¡ad
nwañH$ma, ìhr.nr.^mJdV nwañH$ma, lr. nw. ^mJdV nwañH$ma BË`mXr {d{dY
nwañH$mam§Zr Am{U gÝ_mZm§Zr Ë`m§Zm gÝ_m{ZV H$aÊ`mV Ambo Amho.


"ZdZmQ>çm'Mr
gwédmV
am_Xmg ^Q>H$i

Early Days of Modern Marathi playwriting
- by Ramdas Bhatkal
Mr. Ramdas Bhatkal is a writer and Publisher in
Marathi & English. The banner of Popular Prakashan has
completed sixty years of publication of Marathi books. He
is a publisher first, by profession. But he is a writer of renown

after he published some pen pictures of Friends of Gandhiji (Mohanmaya) and another
collection Jigsaw. Several of the publications have won State and National awards. He
studied Gandhian thought for his doctoral work and his scholarship is recognized in the
academic circles. Here he writes about the story of the publication of the first experimental
play in Marathi, staged in 1955.
Mr. Bhatkal writes in his article : The post independence period saw a tremendous
surge in Marathi Literature, particularly in the Short story form. The torch bearers were
writers like Shri. Gangadhar Gadgil, Arvind Gokhale and B.S.Mardhekar among the
poets. Dr. Tara Vanarase, a fresh medical graduate was emerging as an important writer
along with Ambika Sarkar and a few others.
Mouj Prakashan was grooming many young budding writers and their office was a
meeting place for all kinds of talented young artists, particularly writers. Tara was one
of them. She had sent her manuscript of a new play for a competition declared from
Indore. She was chosen for the award, but there was a condition that the MS must be
published before a certain deadline. This was not possible for Mouj Prakashan. The
owner, Mr. S. P. Bhagwat suggested that Popular should try this. I was just a young
teenager. But I took this up and met Tara, the author.
I feel very proud today that I published this play. The well-known writers and the
successful writers of the period were part of the circles in which I moved and worked
for the drama group in our college. Kaksha was a different play in terms of its narrative
levels. The planes of reality and Day dream were mingled in it and it indicated a use of
lighting to differentiate the two. Now it seems pedestrian, but the tradition of straight
narratives with the device of asides was very strong then. Trying to portray the ‘mental
happening’ visually was a brave new effort in those days.
In Marathi literature the modern sensibilities were expressed in the short story and
poetry with a great force. Drama however, had not taken off. Kaksha did start the
process of expressing new visions in the contemporary mindset.
This play was staged by Shri. Atmaram Bhende who was working under the banner
of Indian National Theatre. There was a group of actors, directors and technicians
developing under him. Kaksha needed such newly trained people. But Mumbai did not
have well equipped theatres in those days. The first show was performed in Jai-Hind
College auditorium. It was technically inadequate and the play did not receive the due
recognition. It went off the stage after a few performances.
The upsurge of new plays credited to Vijay Tendulkar, Vasant Kanetkar and a few
others. However, before they appeared, here was a play written by a younger playwright
and deserves mention as the first of the ‘New Wave’ plays. Along with Tara Vanarase,
Ratnakar Matkari too, had started Work in childrens’ theatre, One-act-plays and
experimental plays. After so many years, I would like to recall these first steps on the
path of Modern Drama in Marathi by the only play the author wrote, Kaksha.

_amR>r gm[hË`mV Vo CËgdmMo [Xdg hmoVo. Ë`m CËgdmMo Zmd "Zdgm[hË`'. ZdH$Wm Am{U ZdH${dVm `m§Zr
g¥OZerbVoMm Yw_mHy$i KmVbm hmoVm. Xa _[hÝ`mbm gË`H$Wm, h§g, dg§V AYyZ_YyZ A{^éMr Am{U BVahr
H$mhr A§H$ CKS>bo H$s H$mhrVar A[ÛVr` dmMm`bm {_iUma `mMr ImÌr Agm`Mr. A[ÛVr` eãX OmUyZ~wOyZ
dmnabm. `m Zdgm[hË`mVyZ, {deofV: ZdH$Wm§VyZ `mnydu Z nm[hbobo {díd ZOaog nS>m`Mo. _r H$mhr {díd
gm[hË` Aä`mg Ho$bm Zmhr; na§Vw Ë`m H$mhr dfmªV _amR>rV g¥OZerbVobm Vo CYmU Ambo hmoVo Vo ¹${MVM
nmhm`bm {_imbo Agob.
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`m AmZ§Xgmohù`mMo _mZH$ar J§JmYa JmS>Jri, AaqdX JmoIbo, ì`§H$Q>oe _mS>JyiH$a Am{U nw. ^m. ^mdo
_mZbo OmV Am{U AmO nÞmg-gmR> dfmªZ§Vahr `m _Vm§V \$magm \$aH$ nS>bobm Zmhr. [X. ~m. _moH$mer, em§Vmam_,
gXmZ§X aoJo Aer H$mhr Zmdo \$maVa OmoS>Vm `oVrb. hm AmoK gwê$ hmoV AgVmZmM VrZ VéU boIH$m§Zrhr AYyZ_YyZ
{bhm`bm gwédmV Ho$br. {dO`m AmnQ>o (amOmÜ`j), H$_b XogmB© Am{U Vmam dZmago. `m bo{IH$m§Mm ñdV§Ì
{dMma H$aÊ`mMr Amdí`H$Vm hmoVr. EdT>o Ë`m§Mo boIZ gH$g hmoVo. na§Vw VoìhmnmgyZ X{bV, J«m_rU, órboIH$m§Mm dJ© nmS>Ê`mMr nÕV éiy bmJbr Am{U Ë`m§Mm {dMma doJionUmZo gwê$ Pmbm. ZdH$WoMo à_wI
^mî`H$ma J§JmYa JmS>Jri øm§Zr "YnmnË`m CamÀ`m bo{IH$m' Agm Hw$R>oVar C„oI Ho$bm Am{U Ë`mda {e¸$m_moV©~
Pmbo.
Vmam dZmagoZo ZwH$VrM {bhm`bm gwédmV Ho$br hmoVr Ago Vo [Xdg. Vmam hr ZwH$VrM E_.~r.~r.Eg. Pmbr
hmoVr. Var {Vbm gm[hË`mMr AVrd AmoT> Am{U BVa H$bm§Mrhr. {deofV: {VMo dmMZ A\$mQ> Am{U gm[hË`
{Z_m©U H$aUmè`m§{df`r àM§S> AmXa. {VZo {VÀ`m IiIiË`m [Xdgm§V EH$ ZmQ>H$ {b[hbo. Vr AYyZ_YyZ H$Wm
{bhm`Mr Am{U Ë`m {Z{_ÎmmZo {VMm gË`H$Wm _m{gH$mer g§~§Y Ambm hmoVm. {VZo Or. Q>r. hm°pñnQ>b_Ü`o
a{OñQ´>maMr ZmoH$ar nËH$aë`mda Vr _w§~B©V amhmV hmoVr. Ë`m_wio {VMm lr. nw. ^mJdV `m§À`mhr àË`j g§~§Y `oD$
bmJbm. Voìhm _m¡O àH$meZMr ZwH$VrM gwédmV Pmbr hmoVr. gwédmV _wir AZ§V H$mUoH$a, ì`§H$Q>oe _mS>JyiH$a,
lr. Zm. n|S>go `m§À`m CÎm_ boIZmZo Pmë`m_wio bJoM _m¡O-gË`H$Wobm db` àmá Pmbo hmoVo.
VmamZo Amnbo hñV{b{IV B§XÿaÀ`m EH$m g§ñWoÀ`m nwañH$ma `moOZogmR>r nmR>dbo. `mg§~§YrÀ`m `moJm`moJmMo
_bm AOyZ AmíM`© dmQ>Vo. `m nwañH$ma `moOZoMm Ë`mZ§Va H$Yr C„oI Pmbobm AmR>dV Zmhr. Ë`m [Xdgm§V
AmOÀ`m gmaIr Poam°Šg H$aÊ`mMr gmo` ZìhVr. VmamZo Amnë`m ZmQ>H$mÀ`m àVr H$em H$mT>ë`m Am{U Ë`m `m
XÿadaÀ`m g§ñWoH$S>o nmR>dë`m Vo H$iV Zmhr. Vmambm nwañH$ma {_imbm Vmo Xþgam. Ë`m nwañH$mamMr EH$ AQ> hmoVr
H$s ho hñV{b{IV ZmQ>H$ nwñVH$ê$nmZo A_wH$ VmaIon`ªV à{gÕ ìhm`bm hdo. a¸$_ én`o 250 åhUOo VoìhmÀ`m
[heo~mà_mUohr \$ma _moR>r Zìho. VmamZo Ë`m Zì`m ZdbmB©À`m CËgmhmZo lr. nw. ^mJdVm§Zm {dMmabo. Voìhm _m¡O
àH$meZmZo Mma-nmM dfmªV AmR>-Xhm nwñVHo$M àH$m{eV Ho$br hmoVr. gË`H$Wo _wio Ë`m§Mm AZoH$ boIH$m§er
g§~§Y hmoVm. Ë`mV EH$X_ `m ZdrZ bo{IHo$Mo Am{U Ë`mhÿZ ZmQ>H$ à{gÕ H$aUo Ë`m§Zm gmo`rMo dmQ>bo ZgUma.
_r Ë`m doir Eb{\$ÝñQ>Z H$m°boOmV {eH$V hmoVmo. "_m¡O' àH$meZmZ§Va XmoZ dfmªZr nm°ß`wba ~wH$ S>onmoZo _amR>r
nwñVHo$ à{gÕ H$am`bm gwédmV Ho$br. _r \$º$ gVam dfmªMm Agë`mnmgyZ `m {d^mJmMm Vm~m _mÂ`mH$S>o Ambm.
n[hë`m XmoZ-VrZ dfmªVM _r gmV AmR> nwñVHo$ à{gÕ Ho$br hmoVr. Ë`mV J§JmYa JmS>Jri, AaqdX JmoIbo, dg§V
H$mZoQ>H$a, _§Joe nmS>JmdH$a, àm. dm. b. Hw$iH$Uu Aer Wmoa _§S>ir hmoVr.
_r {dÚmWu AgVmZmM _m_m n|S>go Am{U qMVm_Uamd H$moëhQ>H$a `m§À`mgmaIo Wmoa ZmQ>çH$_u [X½Xe©H$
åhUyZ Ambo hmoVo. Ë`m§À`mgmo~V H$m_ H$aVmZm _r ZQ> åhUyZ `e {_idbo Zgbo Var ZmQ>H$mMo doS> bmdyZ KoVbo
hmoVo. Ë`mM doir gwê$ Agboë`m hm¡er ZmQ>ç Midirer _mPm g§~§Y `oV hmoVm. _m_m daoaH$a Am{U _mo. J.
am§JUoH$a ho Ë`m H$mimVbo {b[hVo ZmQ>H$H$ma _bm Odi H$aV hmoVo.
ho gmao bjmV KoVm lr. nw. ^mJdVm§Zm Cnm` gwMbm. VmamMr BÀN>m Oa nwar H$am`Mr Va Vr _r H$ê$ eHo$Z
Ago Ë`m§Zm dmQ>bo. ZmhrVar _r Ë`m§Mm g„m dma§dma KoV Ago - nmiVM Ago, Ago Zmhr. Ë`m§Zr {dMmaë`mda _r
hñV{b{IV _mJdyZ KoVbo. Vo _bm AmdS>bo. Voìhm _r Vo à{gÕ H$am`bm V`ma Pmbmo. Ë`mZ§Va _mPr VmamMr
n[hbr ^oQ> Or. Q>r. hm°pñnQ>bÀ`m ¹$mQ>©g©_Ü`o Pmbr.
H$jm `m ZmQ>H$mMm _bm AOyZhr A{^_mZ dmQ>Vmo. Ë`m [Xdgm§V a§J^y_rda ZdrZ ZmQ>Ho$ Mmbm`Mr Vr \$º$
_mo. J. am§JUoH$am§Mr. Zmhr Var OwZr g§`wº$ ZQ>g§MmV [H¨$dm Xm_moXa hm°bbm {JaUmJmdmVrb. Zmhr åhUm`bm
AmË_mam_ ^|S>o ho Zì`mZo H$mhr H$ê$ nmhmV hmoVo, Ë`m§À`m g§Mm_m\©$V H$bmH$ma [H¨$dm B§[S>`Z Z°eZb {WEQ>aÀ`m
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ZmQ>H$H$ma Agbobo lr. M§ÐH$m§V à^mH$a Xoenm§So> ho H$bmemIoVrb
nXdrYa AmhoV. {Zd¥Îmrnydu g|Q´>b ~±H$ Am°\$ B§{S>`m_Ü`o Ë`m§Zr ZmoH$ar Ho$br
hmoVr.
EH$ JJZ^oXr qH$Mmir, ZmUo\o$H$, T>mobVmeo, ~w{Õ~i Am{U Pã~y,
g_Vmob, S>mdoXma, ào_M åhUy `mbm hd§ Va, dñVy, KmoH§$nÅ>r Aer EHy$U
drg ZmQ>Ho$ d ~g, B{Vhmg, ZmV§, g§gmaUy n|S>Kma, gmj _mdiË`m gy`m©Mr,
Q´>oba AmXr drg EH$m§{H$H$m Ë`m§À`m Zmdmda AmhoV. a§Jm`Z, nrS>rE,
Am{dîH$ma, db`, {_VrMma, _hmamï´>r` H$bmonmgH$, àË``, ñZoh, A°pŠQ>ìh
{WEQ>g© Aem ZmQ>çg§ñWm§Zr Ë`m§Mo ZmQ>çà`moJ gmXa Ho$bo AmhoV
lr. Xoenm§S>o ho ZmQ>H$H$ma åhUyZ Oar à{gÕ Agbo Var Ë`m§À`m H${dVm,
b{bV boI, g_rjmË_H$ d d¡Mm[aH$ Ago boIZ _m¡O, gË`H$Wm, A{^éMr,
AZwïw>^, h§g, {H$bm}ñH$a, _Zmoha, Jwb_moha, ZmQ>H$, ^aVemó Aem AZoH$
{Z`VH$m{bH$m§VyZ à{gÕ Pmbo Amho.
Am`. EZ. Q>r., bm`Ýg Šb~, XmXa, a§JXn©U, _hmamï´> \$m¢So>eZ,
_hmamï´> H$ëMab g|Q>a, ApIb ^maVr` ZmQ>ç n[afX, Pr Jm¡ad d _hmamï´>
emgZ øm§Mo lr. Xoenm§So> øm§Zm ZmQ>çboIZmgmR>rMo {d{dY nwañH$ma àmá
Pmbo AmhoV.
lr. Xoenm§S>o{b{IV B{Vhmg, ZmV§, EH$ JJZ^oXr qH$Mmir, gmj
_mdiË`m gy`m©Mr, ~w{Õ~i Am{U Pã~y, S>mdoXma, T>mobVmeo, ZmUo\o$H$,
gÜ`m Var eodQ> JmoS> BË`mXr {bpIV ZmQ>çà`moJm§Zm gm§{KH$, H$bmH$ma
V§Ì{df`H$ nwañH$maàmá Pmbo AmhoV.
The Process of writing a Play
- by C. P. Deshpande
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C. P. Deshpande is a playwright, poet and critic. He
has published 20 plays and 20 one-act plays. Some of his
plays have been honoured by awards, and his articles have
been published in renowned literary periodicals.
The author, C.P. Deshpande writes about his own view
and process of writing plays. He argues that playwriting
is not independent of one’s effort to make sense,
understand one’s own life as it is lived. He examines the
rational, scientific world view, status of Reason in human
life and the need for a spiritual search beyond the limits
of Reason.
Taking a position, committing to an ideology, or
aiming at changes in life on the ground are not, according

to him aesthetically relevant. Linear, analytical understanding of life is neither ideal
nor tenable. There is always an area that lies beyond the limits of causality. Reason is
not the ultimate value and rationalism is not the basis of purpose and worth of life.
Hereafter the author goes into the actual process of writing and the support he
found or lacked. Not having a performing group of his own, not being steadily in one
place due to a job that was transferable, he has worked somewhat in isolation, though
some stalwarts like Tendulkar as an important playwright in Marathi and Shankar Vaidya
as a critic and poet, did encourage him and welcomed his writing.
He points out the influences on the techniques he used. Films shaped his sense of
portraying the dramatic visually. He started with one-act-plays and developed his
technique each time to suit the thematic content of the play. In dialogue writing, keeping
them realistic, sarcastic or oblique to the point of absurd were the choices prompted by
the theme and the way it explored, ridiculed or questioned seminal issues of life. A
search within, a question about the honesty or otherwise of one’s own life and its
issues, examining the motivation for certain choices one makes in life, recognizing the
complexity of subtle issues are some of the aspects of the structure of his plays and the
responses they evoke. He has steered clear of Melodrama and taken special care that
the words express the themes metaphorically and reflect the slice of life in its
multilayered existence.
In performance, his plays won several awards and trophies, the performers and
directors worked closely with him. There were some failures too, sometimes lack of
attention and recognition that the writing deserved. He has taken initiative to use modern
technological means of communication with an indefinitely large readership as his
website has several of his successful plays and other material. He has also published a
CD of his plays.

ZmQ>çboIZà{H«$`oAmYr, OJVmZm AgUmè`m _mÂ`m AmH$bZà{H«$`o~Ôb {bhmdo bmJob.H$maU boIZ åhUOo
ZwgVr ^mfm, AZw^d, H$m¡eë` Zìho. OJUo g_OyZ KoÊ`mMr Amnbr gmYZo H$moUVr? Va {dMma, ^mdZm, AZw^d
- hrM. _w»` åhUOo {dMmaM. Ë`m~Ôb _bm Ago dmQ>Vo :
{dMma
A_`m©X {dœ H$mhr Hw$R>ë`mhr {dMmamMm nm`m Agy eH$V Zmhr. {dMmamMm nm`m _`m©{XV, Á`mZo Ë`mZo
Amnë`m gmo`rZo {ZdS>bobm AgVmo. nwT>o Ë`m {dMmamMr EH$ aMZm C^r H$aÊ`mgmR>r bmJUmao Vnerbhr gmo`rZo
"{ZdS>bobo'M AgVmV. Oo VWmH${WV Y_©dmXr AgVmV Vohr {dMmaM dmnaV AgVmV, Ë`m§À`mH$So>hr
{dMmamnbrH$S>Mo "Ym{_©H$' Ago H$mhr ZgVo. Ë`m_wio, EHy$UmV, {dMmamÀ`m joÌmV "gË`' Ago H$mhr ZgVo.
gJioM "gmo`rMo' Am{U AY©dQ>M AgVo. ho EdT>o Va àË`oH$mbm {dMmamZoM H$iy eH$Vo. Ë`mgmR>r AË`§V
OS>O§Omi VÎdk Agm`Mr JaO ZgVo. Ago ho gd© {dMmaàH$ma "AY©dQ' M AgVmV, ho g_OUo eŠ` AgyZhr
_mUyg _V^oXm§~Ôb g{hîUy H$m amhÿ eH$V Zmhr ? Vmo Qmoù`m H$ê$Z Xþgè`m§Zm X~dÊ`mMo à`ËZ H$m H$aV amhVmo ?
VwÀN>Vm, CnamoY, Hw$pËgVnUm, N>Ùr hgUo, "_bmM gJio H$iVo' Agm ^md Mohè`mda AmUUo, ho gJio _mUyg
H$m H$aVmo ? Am{U `m ImoQ>onUm{edm` _mUgmbm OJVmM `oUma Zmhr, Ago åhUUo åhUOo EH$ AQ>i {ZamemdmXM
ñdrH$maUo Zìho H$m ? H$s ImoQ>onUmVyZM eodQ>r "gË`' OÝ_mbm `oUma Amho ?
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Xodr nmdmdr åhUyZ {VÀ`mnwT>o H$m|~S>r H$mnUmam Am{U EImXm {dMma nmdob åhUyZ bmIm|À`m H$Îmbr
H$aUmam `m XmoKm§À`mhr' d¡{œH$ gË` A§YlÕoÀ`m "emór`' {Z`VrdmXmbm Oo {ZîH$f© _mZyZ OJy BpÀN>VmV Ë`m§Mm
àýM Zmhr. H$iV ZH$iV hoM d¡{œH$ gË` _mZë`m_wioM Va gJir dmQ> bmJV Mmbbobr Amho. Oo `m~Ôb
Ag_mYmZr AgVrb, àý {dMmaVrb VoM doJio H$mhr eŠ` Amho H$m `mMm emoY KoVrb. AÝ`Wm "_yë`',
"gO©H$Vm ' `m eãXm§Mr _mUgmÀ`m OJÊ`mVyZ hH$mbnÅ>r PmbrM åhUyZ g_Om. "Pmbr Va Pmbr ! {Yg B©O
bmB©\$ ! ' ho gJioM åhUVrb Ago Zmhr.
g_moaMo Ag_mYmZH$maH$ Amho ho {dMmamZo H$ië`m_wioM ~wÕ emoYmbm àd¦Îm hmoVmo. kmZoœa, VwH$mam_,
{ddoH$mZ§X ho {dMmamÀ`m _`m©Xm§Zm ~ir Z nS>Vm "doJio' AmH$bZ Hw$Umbmhr eŠ` Amho Ago gm§JVmV. H$moUVrhr
Am°Wm°[aQ>r Z bjmV KoVm AmYr "Amho Vo' g_OyZ ¿`mdo Ago _bm dmQ>Vo. _r "Ym{_©H$' Agm eãX Z dmnaVm
"Y_©dmXr' hm eãX hoVynyd©H$ dmnabobm Amho. Amnë`mbm Z g_Oboë`m Jmoï>tMo AmYma Z KoVm AmnU Hw$R>o
nmoMVmo, ho nmhÊ`mMm hm à`ËZ Amho. AmnU Oo AmhmoV {VWyZ gwédmV ìhmdr, Agm hm àý Amho.
{dMma qH$dm VWmH${WV {ddoH$ `m§Zm OmoS>yZM "gm_m{OH$ ~m§{YbH$s' ho EH$ _yë` åhUyZ AmnU gm{hË`mÀ`m
joÌmV ñdrH$maVm. Ë`m~ÔbMo _mPo {dMmahr BWo XoUo `mo½` R>aob.
~wÕr Am{U gm_m{OH$ ~m§{YbH$s
The intellect is not a serious thing, and never has been. It is an instrument on
which one plays, that is all. - Oscar Wilde.
We should take care not to make the intellect our god, it has, of course, powerful
muscles, but not personality. - Albert Einstein.
The limits of my language are the limits of my world. - Wittgenstein.

_r ñdV… H$mhr VÎdkhr Zmhr Am{U VH©$khr Zmhr. OJUo g_OÊ`mgmR>r Vgo Agm`Mr JaOhr Zmhr, hoM
Va BWo åhUm`Mo Amho. g_OÊ`mÀ`m eŠ`VoVbr hr "g_Vm' Oa ImoQ>r Yabr Va Hw$UmbmM H$mhr g_Oy eH$V
Zmhr, Ago Va hmoB©bM nU EHy$UM _mZdOmVrMo OJUo åhUOo H$m`_ñdê$nr doS>çm§Mm ~mOmaM AgUma, Agohr
J¥hrV Yaë`mgmaIo hmoB©b. kmZoœa, VwH$mam_ `m§Zr Ë`m§À`m OJÊ`mVyZ Am{U boIZmVyZ hr _yb^yV g_VmM {gÕ
Ho$br, ho Ë`m§Mo gdm}ƒ _hÎdmMo H$m`© Amho, `mV e§H$m Zmhr. `mM ~m~VrVbo, H$mhr _hÎdmMo _wÔo Imbr XoV
Amho :
1. _mUgmMr emar[aH$ AdñWm, _|XÿÀ`m CËH«$m§VrVbm Q>ßnm, _|XÿÀ`m noer, agm`Zo, Ë`mMr ñ_¦Vr, AZw^d,
_m{hVr `m§Zr ~wÕr hr _`m©{XV AgVo. Vr H$YrM n[anyU© dm A§{V_ Agy eH$V Zmhr.
2. ~wÕr hr EH$aofr` Am{U {dûcofUmË_H$ nÕVrZoM Mmby eH$V Agë`m_wio Vr H$amoS>mo H$maU-n[aUm_m§Mm,
H$moUË`mhr KQ>ZoMm dm dñVwpñWVrMm EH$m jUmV n[anyU© AmdmH$m H$YrM KoD$ eH$V Zmhr.
3. _m{hVrZo AmoìhabmoS> Pmboë`m OJmV, H$moUVr _m{hVr `mo½` {ZîH$fm©n`ªV nmoMÊ`mgmR>r Amdí`H$
Amho, ho R>adVm `oV Zmhr.
4. ~w{ÕdmÚm§VM _V^oX hmoV Agë`mZo, ~wÕrZo AmXe© dm gË` gmnS>V Zmhr ho ñnï> hmoVo.
5. ~w{ÕdmXmV _ZmMm dmna H$aÊ`mMr gd`rMr nÕV J¦hrV Yamdr bmJVo.Ë`m_wi,o AbJVmdmX, ñdmWunUm,
_hÎdmH$m§jm, dM©ñdmMr BÀN>m, gwImon^moJmMr hmd, ~o{\${H$ar, AÝ`m`, {df_Vm, H«y$anUm ho gd©M J¦hrV Yamdo
bmJVo. Ë`m_wio, ~w{ÕdmX åhUOo {ZamemdmX Agm gmam§e {ZKVmo Am{U ~w{ÕdmX _yë`hrZhr R>aVmo.
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6. ~w{ÕdmXmZo EH$m EH$m JQ>mMm {dMma H$aVm `oVmo nU nyU© _mZdOmVrÀ`m {hVmMm AmdmH$m KoVm `oV Zmhr.
Ë`m_wio, doJdoJù`m JQ>m§Zr EH$_oH$m§da AÝ`m` H$aUo, EH$_oH$m§Mm N>i H$aUo, gXmo{XV {df_VoMrM {Z{_©Vr H$aUo
g_W©Zr` R>aVo.
7. WmoS>Š`mV, _mZdr lo`gmÀ`m X¦ï>rZo ~w{ÕdmX Hw$MH$m_r R>aVmo.
"gm_m{OH$ ~m§{YbH$sdmë`m§'À`m H$boV Am{U g_rjoV `m _wX²Úm§À`m AmH$bZmbm {H$VnV ñWmZ AgVo ?
BWo AWm©VM ~w{ÕhrZ OJÊ`mMm nwañH$ma Mmbbobm Zmhr.
nwT>o {Xbobo H$mhr A{YH$ _wÔohr {dMmamh© R>amdoV : 1. ~w{ÕdmXr ho Am§V{d©amoYmZo _ÔS> Pmbobo Am{U _ybV:
_hm_yI© AgVmV. 2. gm_m{OH$ ~m§{YbH$sMonwañH$V} ho ~w{ÕdmXr AgVmV. 3. gm_m{OH$ ~m§{YbH$sMr H$bm d
g_rjm _mUgmbm ehmUnU(WISDOM) XoD$ eH$V ZmhrV. ( Am{U AmVm {dÛmZm§À`m {dMmamgmR>r EH$
OZab dmŠ` ) 4. ~w{ÕdmXmÀ`m à^mdm_wioM _mUgmMo {dH«$_r ZwH$gmZ Pmbobo Amho.
H$Yr H$mir Y_© OJÊ`mVë`m EH$mË_Vo~Ôb ~mobbm Agob nU ~wÕrZo Ë`mMohr {dMmaì`yh Ho$bo Am{U
Y_m©bm ñdV…À`m joÌmV emofyZ KoVbo Am{U Y_© Zm_eof Pmbm. AbJVm {Z_m©U H$aUo, \y$Q> nmS>Uo hr _mZdr
g§~§Ym§Vbr ~wÕrMr à_wI H$m_o AmhoV. Ë`m_wio, EImÚm ~w{ÕdmÚmZo VWmH${WV Ym{_©H$ H$Å>aVmdmÚmbm hgUo,
jwÐ boIUo AWdm O§Jbr g_OUo ho AVm{H©$H$ Am{U Ag_W©Zr` R>aVo. XmoKohr ~wÕrMm dmna H$ê$ZM, doJdoJù`m
àH$mao OJÊ`mÀ`m qMYS>çm CS>dV AgVmV, ho bjmV KoVbo nm{hOo. ~wÕr{edm` _mUgmH$So> Xþgao Hw$R>bo gmYZ
Amho, Agm àý ~wÕrZoM {dMmamdm Am{U ñdV…H$So> XodËd ¿`mdo, hm gmnimhr ñdÀN>nUo nm{hbm nm{hOo. hm
{hS>rg{\$S>rg H$aÊ`mMm àý ZgyZ dñVwpñWVrH$So> nmhÊ`mMm àý Amho. ~wÕrÀ`m, {dMmagaUrÀ`m _`m©Xm Amobm§S>yZ
H$mhr H$bmH¦$Vr Ooìhm "g_J«mdYmZr' hmoVmV (AemM H$bmH¥$Vr _moR>çm d gm§ñH¥${VH$ _hÎdmÀ`m AgVmV )
Ë`m§Zm "gm_m{OH$ ~m§{YbH$s'dmbo "AmË_H|$Ðr', "H$bmdmXr' dJ¡ao åhUyZ {hS>rg{\$S>rg H$aVmV. åhUyZM,
OJÊ`mMr Xþgar H$m` g_O Agy eH$Vo Vo _mhrV Zmhr nU gÜ`mMr gd© dmQ>Mmb Va {dXrU©VoH$So> hmoV Agë`mMo
{XgVo Amho, BWyZ gwédmV ìhm`bm hdr, Ago _bm dmQ>Vo. EH$M gmYZ CnbãY Amho åhUyZ Ë`mMr A§YlÕm
H$aÊ`mV AW© Zmhr.
~wÕrÀ`m _`m©Xm ~wÕrZo g_OÊ`mMr eŠ`Vm Oa AgmÜ` AgVr Va Y_m©Mm àýM Ambm ZgVm ! ~w{ÕdmXr
åhUOo, ñ_¦Vr, AZw^d, _m{hVr `m§da AmYm[aV AgUmar ~wÕr - hmM OJÊ`mMm nm`m g_OUmar ì`º$s. Om{Udm,
ghOàoaUm `m§nojm VH$m©da ^a AgUo åhUOo ~w{ÕdmX.
"AmXe©' Am{U "gË`' ho eãX "lo`g' `m AWu KoVbo Va `mÀ`m AZoH$ eŠ`Vm AgVrb H$m, hm àý
{dMmamV KoVbm nm{hOo. Xþ…Imbm Va AmnU AmXe© åhUUma Zmhr ! H$s "gË`' åhUy ? _J Va WoQ> C§Mmdê$Z CS>r
_maUoM Caob ! ~wÕrZo lo`gMm AmamIS>m H$aVmZm Ag§»` AmamISo> V`ma hmoVmV, _mUgm_mUgm§V \y$Q> nS>Vo,
qhgm hmoVo, H$Îmbr hmoVmV, `m AWu "gË`m'À`m AZoH$ eŠ`Vm AgVmV, ho åhUUo ~amo~a Amho. H$ënZmeº$s hm
~wÕrMm ^mJM Amho, `mV _V^oX Zmhr. Vrhr Amnë`m àmoJ«°q_JdaM AmYm[aV AgVo. {VMo doJio _hÎd H$m` ?
Am{U AmVm {Vgao ! H$mhtÀ`m _Vo gXgX{ddoH$~wÕr hm ~wÕrMm ì`mnH$ AW© Amho. hm {ddoH$ Oa
ñWbH$mbn[apñWVrgmnoj, JQ>gmnoj Am{U ì`{º$gmnoj Agob Va ì`mnH$ H$gm ? H$s gXgX{ddoH$ Ago H$mhr
d¡{œH$ gË` ApñVËdmV Amho ? "\$bmem Z YaVm H$_© H$amdo' ho Oa OJÊ`mVbo gË` Zgob Am{U {VW n`ªV
nmoMm`Mo Amho, Ago EH$ AmXe© VÎd åhUyZ ñdrH$mabo Jobobo Agob Va Vo ~wÕrÀ`mM joÌmV `oVo, ho ñnï> Amho.
`mM nÕVrZo Y_© Zm_eof Pmbobm Amho. Ë`m_wioM Y_m©À`m Zmdmda Mmbbobr qhgm, Ûof ho gd© ~wÕrMoM Xmof
R>aVmV. AmVm amhVmo àý, OJUo g_OÊ`mgmR>r ~wÕrMr JaO Amho H$s Zmhr `mMm. gÜ`m gJù`m§Mo "OJUo
g_OUo' ~wÕrdaM Va Mmby Amho ! Am{U Ë`m_wioM Va gJio OJUo Xþ…I_`, {dXrU©, qMYS>çm CS>mbobo Ago
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lr. AéU H$mH$S>o
ñZohdY©Z àH$meZmMr 2012 _Yrb àH$meZo
(1) am_-goV-y S>m°. ñZohb Vmdao- é. 300/(2) gm{hË`loð> J. b. R>moH$i- àm. am_ qeXo - é.
60/(3) _hmZw^mdm§Mo `moJXmZ- S>m°. lrYa AmH$meH$a
- é. 150/(4) bmoH$gm{hË`mVrb ór {MÌU- S>m°. ^maVr
IoS>H$a - é. 150/(5) à~moYZ Am{U AmñdmX - àm. ~mimgmho~ Xmg/
àm. g§O` gmR>o - é. 200/(6) ^mfm§Va {M{H$Ëgm- S>m°. _YwH$a _moH$meré. 160/(7) OmJ{VH$sH$aUmV _amR>r nmD$b - S>m°. _YwH$a
_moH$mer - é. 250/(8) àgma_mÜ`_o Am{U _amR>r ^mfm - S>m°. ^mñH$a
eoiHo$ - é. 300/(9) _amR>r g§V H$d{`Ìr - àm. _m. Ho$. `mXd - é.
180/(10) km{Z`mMm amOm- S>m°. gwhm{gZr Bb}H$a - é.
200/(11) A_¥VmZw^d Am{U Mm§JXod nmgï>r - _YwH$a
Zm`JmdH$a - é. 120/(12) S>mì`m MidirMr COdr ~mOy àm. amOYa Q>o_H$a - é. 150/(13) gm_m{OH$ ^mfm{dkmZ Am{U ~mobr S>m°. e{eH$bm H$m§~io - é. 100/(14) ñdmV§Í`moÎma _amR>r gm{hË` Am{U í`m_ _Zmoha
- S>m°. e{eH$bm H$m§~io - é. 180/(15) boI dV©_mZ - S>m°. _YwH$a _moH$mer é. 400/(16) gmoZ~m - a_mH$m§V OmYd - é. 150/(17) {ZIibobo Vmao - àm. a_oe Xoe_wI é. 160/(18) H$mimoImVrb {Xdo - S>m°. ~m~wamd CnmÜ`o é. 130/(19) nm§Mmbr - S>m°. à. Z. Omoer - é. 200/(20) AaÊ`doUm - ZriH§$R> Jmonmi _|T>o - é. 100/(21) AmB©Mo hmV - Zm_Xod qeXo - é. 100/-

(22)
(23)
(24)
(25)
(26)

b` doëhmi - S>m°. e§VZw qMYS>o - é. 90/{diIm EH$ ~§Y - __Vm gnH$mi -é. 80/VwÂ`m AmR>dUrV - JUoe qeXo- é. 60/_mÂ`m _ZmV - A{_V ZmB©H$- é. 60/_moan§Ir Kmd Pmbm - ^JdmZ H$moR>oH$a é. 60/(27) Mm§XUo \w$bmVbo- ^JdmZ H$moR>oH$a- é. 60/(28) {Zù`m Am^mimMr H${dVm A°S>. _h|Ð qeXo - é. 70/(29) _ZmMr V¥ár - gm¡. _m`m a_oe VioH$aé. 60/(30) M§Ð_oYmMr gmdbr - g_ra Xr{jV-é. 80/(31) My Dream- Sanjay Dias - é. 40/(32) lr. e§H$aXod _hmamO - àem§VHw$_ma _mZo/
XÎmmÌ` _mZo - é. 60/(33) g_W© am_Xmg - {Z_©bm {H$amUo - é. 25/(34) bmoH$_mVm Ahë`m~mB© hmoiH$aA°S>. _h|Ð qeXo- é. 60/(35) bmoH$emhra AÊUm^mD$ gmR>o - A°S>. _h|Ð
qeXo- é. 80/(36) Am`© MmUŠ` - am_ àYmZ- é. 25/(37) H«$m§{Vqgh ZmZm nmQ>rb- S>m.° n§Om~amd OmYdé. 25/(38) àmoËgmhZ - amOoe Hw$bH$Uu - é. 90/(39) `mÌm Mmar Ym_m§Mr - _YwH$a H$maImZrgé. 200/(40) _mP§ gmga - Vmobmam_ ahoOm- é. 132/(41) öX` \w$bm§Mo - S>m°. e§VZw qMYS>o - é. 60/(42) OJÊ`mÀ`m H$mobmhbmV - S>m°. Zr{b_m Jw§S>r
- é. 70/AmOM gyMr _mJdm
ñZohdY©Z àH$meZ
863 gXm{ed noR>, nwUo 411 030
pñWa ^mf - 020- 24472549/24436961

& 94 & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç {deofm§H$ &

snehavardhan@vsnl.net

lr_Vr JrVm§Obr Hw$bH$Uu `m A{^ZoÌr AgyZ, "Z°eZb ñHy$b Am°\$
S´>m_m'À`m gZ 1996 À`m {dÚm{W©Zr AmhoV. àm`mo{JH$ Am{U ì`mdgm{`H$
_amR>r d [h¨Xr ZmQ>H$m§V Ë`m§Zr A{^Z` Ho$bm Amho. Ë`mn¡H$s H$mhr _hÎdmMo
à`moJ Ago : _w¸$m_ nmoñQ> ~m|{~bdmS>r, g§JrV Xo~Ày `m _wbr, goŠg, _moa{° bQ>r
A±S> goÝgm°a{en, EH$ [aH$m_r ~mOy A±S> S´>råg Am°\$ Vmbr_, _w_VmO^mB©
nV§Jdmbm, hmW Š`m Am`m ? eyÝ` JO~ H$hmZr.
VéU a§JH$_vgmR>r AgUmar gZ 2011-2012 Mr "gm[hË`
à{Vð>mZ'Mr {dZmoX Xmoer \o$bmo{en lr_Vr Hw$bH$Uu `m§Zm àmá Pmbr hmoVr.
CËH¥$ï> A{^Z`mgmR>r Agbobo A{^ZoÌrgmR>rMo "Pr A°dm°S>©' EH$ [aH$m_r
~mOy Vrb A{^Z`mgmR>r Am{U gmhmæ`H$ A{^ZoÌrÀ`m CËH¥$ï> A{^Z`mgmR>r
Agbobo "_oQ>m A°dm°S>'© goŠg, _moa{° bQ>r A±S> goÝgm°a{en_Yrb A{^Z`mgmR>r
lr_Vr Hw$bH$Uu `m§Zm àmá Pmbo Amho.
b§S>ZÀ`m ½bmo~ {WEQ>a_Ü`o hmoV Agboë`m OJ^amVrb eoŠg{nAaÀ`m
ZmQ>H$m§À`m "½bmo~ Qy> ½bmo~' _hmoËgdmV Twelfth Night Mm AZwdmX
Agboë`m {n`m ~ohoê${n`m `m ZmQ>H$mV lr_Vr Hw$bH$Uu gÜ`m H$m_ H$arV
AmhoV.
An Actor Prepares
- by Geetanjali Kulkarni



A{^Z`
H$aVmZm
lr_Vr JrVm§Obr Hw$bH$Uu

A graduate of the National School of Drama, Delhi,
Geetanjali has earned recognition from Marathi and Hindi
stage as well as screen. She won the Vinod Doshi
fellowship for the year 2011-12. She received awards for
acting from the Zee channel and Meta Awards. Right now
she acts in a Hindi production of Shakespeare’s Twelfth
Night ( Piya Bahuroopiya).
Explaining her process as an actress, Geetanjali points
out the initial stage of ‘Know not that you know not’,
from which she proceeds to experience the joy and thrill
of the adventure called ‘Acting’.
Initially working in the Mumbai based group
‘Avishkar’ the vision expanded and working under director
like Jaydeo Hattangadi in Wada Bhavani Aaicha
(translation-adaptation of House of Bernada Alba ) started
working independently on the role, but the main
concentration was on getting approval from the audience.
Earlier she had participated in Swagat Kosalatya
Shatakache – a script designed from the poetry of Shri.
Vasant Abaji Dahake.

Ms. Kulkarni Says in her article a play by Paresh Mokashi Sangeet Debuchya
Mulee was my first leap. I refined my performing skills by working on diction, stylized
prose and performance, and moved to become a total performer. Singer, dancer and
storyteller too. Paresh wrote in a style that was unique and he helped me in overcoming
some inhibitions and express fully the import of the text.We became good friends. The
next play I did was Buddhibal Ani Zabboo by C. P. Deshpande. This was a revealing
experience and it placed me firmly on my feet. Both of these plays expressed unusual
perspectives on Man- Woman relationships. Being newly married, the interaction of
the thematic web and the expressive devices with my own experience was a great
stabilizing force in my life.
The first two roles and plays were comic and humourous, but the humour was
used for very serious statements. These honed my craft as an actress. Timing was of
supreme importance and that sense came in very useful when I did intense roles later.
My first professional play was Mukkam Post Bombilwadi, which was a caricature
styled comedy in treating serious issues in a hilarious manner. Multiple shows give a
grip on the role as well as the craft of retaining freshness of the act. Making a punch
successfully each time without simplifying it becomes a skill that develops with
experience. All that I had learned at the school and the realization of what it means ‘to
play the moment’ were important aspects of development as an actress. The sense of
control over the text as well as the character was another aspect of the process, Hectic
schedules, taking care of voice, energy level and health were other aspects of being on
professional stage. Different performance spaces and circumstances expose the group
to a new world of adventure and joy. The second play, again by Paresh Mokashi was
Sangeet Lagnakallol. I had five different roles to play. I studied for the play as it was a
period play, based in the ideas of two veteran humorists in Marathi. The styles, manner
and the belief systems had to be part of the roles. This play won several awards and I
received the Alpha Gaurav for my role.
Even after two successful plays and acclaim, I did not have a line-up of work. I
passed through tough period. One friend from the school suggested I take up an
assignment for conducting an acting workshop. I was not very favourable to the idea.
But my friend’s persuasion worked and I started teaching. Unexpectedly, I found the
teacher in me.
I did a popular commercial play which did not run well. It was an experience in
working in a very different framework of craft and mindset focused on entertainment.
I went through a period of depression and sought help from a counselor. It was
very helpful in helping me find my feet as a person. In the meanwhile I acted for TV
serials In Hindi and Marathi. I got economic stability as well as name and fame with
these appearances.
I talked about a script I had liked with a writer friend and my director friend
persuaded him to write the play, Ek Rikame Baaju. I also produced the play and it was
very well received. It bagged several awards and I expanded my experience as a producer,
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attending to different aspects of the total management of a production. I felt I had made
my mark by this production.
My role in Sex Morality and censorship was an opportunity to delve deep into
the character created by Vijay Tendulkar in his controversial play Sakharam Binder.
Getting closer to the truth of the character of Laxmi was my goal in every performance.
This play created a place for me in the world of Hindi Theatre groups in Mumbai. After
this I played in several plays in Marathi and Hindi. But the recent role of the Elephant
in Gajab Kahani was yet another golden opportunity. After the School, I had, for the
first time a role that involved Physicality to such an extent. I practiced yoga and kept
on searching for the speech, movement and carriage of an elephant. The Director, Mohit
Takalkar deals with his actors very differently. I enjoyed working with him. The role
itself was quite demanding, with no path to follow. To undertake exercises invoice
training, physical movement systems from different styles and exploring the inner world
of an intelligent, subtle and strong creature like an elephant was like a journey of a
spiritual kind. Ultimately, good acting is a process of working on your own inner
reservoir of potential and energy.

Joë`m XmoZ VrZ dfmªV _r Á`m ZmQ>H$m§_Ü`o H$m_ Ho$bo Am{U H$aVo`, Ë`m_wio A{^Z`mÀ`m àmogog{df`r
{bhmd§ Ag§ Iyn _ZmV hmoV§ Am{U `m boIm_wio hr g§Yr _bm {_imbr. _bm EZEgS>r (National School of
Drama) _YyZ nXdr KoD$Z Mm¡Xm df} Pmbr; nU gwédmVrÀ`m H$mimV àmogog~Ôb {bhÿ eH$Vmo EdT>§ H$m_ ZìhV§.
AmË_{dídmg ZìhVm A{U Jm|Yihr Iyn hmoVm. _r EZEgS>rV Jobo Voìhm _mPm AZw^d Iyn VmoH$S>m hmoVm.
Ë`m_wio {VWo _r Oo H$mhr {eH$bo$Vo gJi§ H$iyZ dim`bmhr EH$ H$mi Jobm. `m Xaå`mZ _bm CÎm_ [X½Xe©H$
Am{U gVV ZmQ>H§$ {_imë`m_wio _r Oo H$mhr {eH$bo hmoVo Ë`mMm àË`j dmna H$aVm Ambm Am{U Ë`mMr à{MVrhr
`oV Jobr. "AkmZmV AmZ§X' Aer åhU Amho Vr IarM Amho. à{ejU KoÊ`mAmYr AmnU Oo H$aVmo` Vo CÎm_M
Amho `mda {dídmg Agë`m_wio Vo H$m_ ~a§M ìhm`M§. nU OmUVonUmZo H$m_ H$aVmZm hmoUmam Ìmg, Ë`m emoYmV
`oUmar _Om Am{U Vr gmnS>ë`mda {_iUmam AmZ§X, hm AkmZmVë`m AmZ§Xmnojm OmñV amo_m§MH$mar AgVmo `mMm
àË`` AZw^dmJ{UH$ dmT>Vmo`.
EZEgS>rVyZ ~mhoa Amë`mda àM§S> Jm|YimMr pñWVr hmoVr. AmnU Oo {eH$bmo` Ë`mMm àË`jmV Cn`moJ
H$gm H$am`Mm ho H$iV ZìhV§. n¡go Va H$_mdU§ JaOoM§ hmoV§. Ë`m_wio {g[aAëg, {\$ëåg [H¨$dm A{^Z`mM§
H$moUV§hr H$m_ ZmH$maU§ AdKS> hmoV§. AOyZ ñdV:da H$m_ H$aU§ JaOoM§ Amho. hr OmUrdhr hmoVr. åhUyZ
àm`mo{JH$ ZmQ>H$ H$aU§ JaOoM§ dmQ>V hmoV§.
Ë`mdoigo Am{U AmVmhr gmVË`mZo _w~§ B©V àm`mo{JH$ ZmQ>H$ H$aUmar EH$M g§ñWm Amho, Vr åhUOo "Am{dîH$ma'.
_r Am{dîH$ma_Ü`o Om`bm bmJbo. ñdJV H$mogiË`m eVH$mMo ho dg§V Am~mOr S>hmH|$À`m H${dVm§da AmYm[aV
A{^ZmQ>ç, Á`m§M§ [X½Xe©Z {Jare nVH|$Zr Ho$b§ hmoV§. _mP§ n[hb§ ZmQ>H$ hmoV§. Ë`mV Amåhr OdiOdi n§Mdrg
ZdrZ H$bmH$ma hmoVmo. `m AmYr _mPm ZmQ>H$mMm Agm H$mhr J«wn ZìhVm. Ë`m_wio _bm Amë`m Amë`m EH$ Mm§Jbm
Jw«n {_imbm. Oo _mÂ`mgmR>r \$ma JaOoM§ hmoV§. "Am{dîH$ma'À`m BVa A°pŠQ>pìhQ>rO_Ü`ohr ^mJ KoV hmoVo Ë`m_wio
Hw$R>ë`m [XeoZo Om`M§ ho WmoS§>\$ma bjmV `oD$ bmJb§ hmoV§. nU R>m_ Ag§ H$mhr hmVr bmJb§ ZìhV§. Z§Va dmS>m
^dmZr AmB©Mm (hmD$g Am°\$ ~Zm©S>m Aë~m M§ _amR>r ê$nm§Va) ho O`Xod hÅ>§JStZr [X½X{e©V Ho$bob§ ZmQ>H$
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{_imb§. Ë`mV EH$ _hÎdmMr ^y{_H$mhr {_imbr. nU AmnU H$m` Am{U H$g§ H$m_ H$aVmo `mnojm AmnU Mm§Jb§
H$aVmo H$m dmB©Q> `mda A{YH$ ^a Agë`m_wio _wimV àmogog H$m` Amho `mMm emoY KoVm Ambm Zmhr.
`mM Xaå`mZ _bm naoe _moH$mer ^oQ>bm. Vmo EH$m ZmQ>H$mM§ A{^dmMZ H$ê$ BpÀN>V hmoVm. g§JrV Xo~yÀ`m
_wbr Mr nwîH$i dmMZ§ Amåhr Ho$br nU ZmQ>H$ ~gdVmZm _mÂ`m Xþgè`m ZmQ>H$m_wio _bm Vo H$aVm Zmhr Amb§.
Am{U _mPm CÎm_ MmÝg hþH$bm. nU _mÂ`m Z{e~mV Vo ZmQ>H$ hmoV§. Ë`m ZmQ>H$mV H$m_ H$aUmar Ho$VH$s WÎmoMr
narjm Agë`m_wio {VZo ZmQ>H$ gmoS>b§ Am{U _bm Vo H$am`Mr g§Yr {_imbr. ho ZmQ>H$ _mÂ`mgmR>r \$ma _hÎdmM§
hmoV§. naoeMr {dZmoXmMr EH$ {d{eï> e¡br Amho. Á`mMr _bm EH$ ZQ> åhUyZ AmonZ-An ìhm`bm Iyn _XV
Pmbr. _mÂ`m S>moŠ`mV Iyn H$mhr Agm`M§; nU Vo àË`j A_bmV AmUVmZm bmJUma§ H«$mâQ> _mÂ`m hmVr Amb§
ZìhV§. nU naoeÀ`m `m e¡br_wio _bm Vo H$im`bm bmJb§. Amnbm H$m` Jm|Yi CS>Vmo ho bjmV Amb§.
naoeH$Sy>Z _bm Iyn {eH$m`bm {_imb§. Vmo _mPm [X½Xe©H$ Va hmoVmM; nU Amåhr Mm§Jbo {_Ìhr ~Zbmo. Ë`mMo
{dMma, Ë`mMr ñnï>Vm, Ë`mMm ñd^md `m§Zr _r à^m{dV Pmbo. H$maH$sXuÀ`m gwédmVrÀ`m dfmª_Ü`o Agm [X½Xe©H$
Am{U {_Ì _bm {_imbm ho Z{e~M åhUmd§ bmJob. `m ZmQ>H$mV, {dS>§~ZmË_H$ e¡brV H$sV©Z H$aUmè`m XmoZ
_wbr, "OJmVë`m H$bhmM§ _yi ho ór-nwéf Aem XmoZ O_mVt_wio Amho' Ago {gÕ H$aVmV Am{U OJmVë`m
eodQ>À`m Caboë`m nwéfmbm ór ~ZdVmV. Am»`mZ Agë`m_wio dm{MH$ A{^Z`mda CÎm_ H$m_ Pmb§. ^mfm
gmYr ZìhVr. Á`m H$Wm hmoË`m Ë`m gm§JVmZm EH$ {d{eï> e¡br dmnam`Mr hmoVr. _r B§J«Or _mÜ`_mV {eH$bo`
Ë`m_wio _mP§ _amR>r \$ma ~a§ ZìhV§. `m ZmQ>H$m_wio _bm ^mfoda H$m_ H$aVm Amb§ Oo AmOhr Cn`moJr nS>V§. `m
ZmQ>H$mV g§nyU© na\$m°_©Ýg hmoVm- Jm`M§, ZmMm`M§, àojH$m§Zm WoQ> H$Wm gm§Jm`À`m, ZmQ>H$mMr _Om KoU§ H$m`
AgV§, àojH$m§Zm H$g§ g_moa Om`M§ ho gJi§ g§JrV Xo~yÀ`m _wbr H$aVmZm bjmV `oD$ bmJb§.
Ë`mZ§Va M§. à. Xoenm§S>o{b{IV Am{U {Jare nVHo$ [X½X{e©V ~w[Õ~i Am{U Pã~y `m ZmQ>H$mV _bm _mPm
gya gmnS>bm. ho ZmQ>H$hr {dZmoXr hmoV§. Zdam ~m`H$mo `m§À`m ZmË`m_Yë`m S>mdnoMm{df`rM§ ZmQ>H$ hmoV§. _mP§hr
b¾ ZwH$V§M Pmb§ hmoV§. Ë`m_wio _bm hohr S>mdnoM bjmV `m`bm bmJbo hmoVo. Hw$R>ë`mhr H$bmH$mamM§ Am`wî`
Am{U Ë`mMr H$bm, hr EH$_oH$m§da Adb§~yZ AgVo. OgOgm OrdZmVbm AZw^d n[an¹$ hmoV OmVmo VgVgm
Ë`mMm à^md Ë`mÀ`m A{^ì`º$s_Ü`ohr [Xgy bmJVmo ho _bm `m ZmQ>H$m_wi H$iy bmJb§. _mÂ`m b¾mMm gwédmVrMm
H$mi \$ma ÌmgmMm hmoVm. nU `m XmoÝhr ZmQ>H$m§À`m g§[hVoZo _bm ór-nwéf g§~§Ym§~Ôb EH$ doJim Ñ{ï>H$moZ [Xbm.
_bm Á`m Jmoï>r ^rfU dmQ>V hmoË`m Ë`m§À`mH$S>o ~KÊ`mMm _mPm Ñ{ï>H$moZ ~Xbbm. hr Or Am`wî`mMr Am{U
H$boMr XodmU KodmU hmoVr, {VZo _bm AmnU `m joÌmV Agë`mZo Amnb§ AZw^d{díd àJë^ hmoV§`, ho Va
bjmV AmUyZ [Xb§M; nU Ë`mM~amo~a _mÂ`m gJù`m ÌmgmMm {ZMamhr Ho$bm. EH$m ZQ>mÀ`m OrdZmMm Ë`mÀ`m
H$m_mda àM§S> à^md AgVmo. _bm dmQ>V§ ho Hw$R>ë`mhr H$bmH$mamÀ`m Am`wî`mV \$ma àH$fm©Zo OmUdV§. Ia§ Va
H$moUmÀ`mhr ~m~VrV ho KS>VM AgV§. KamV ^m§S>U Pmb§ H$s AmB©À`m hmVMr ^mOr H$anVo [H¨$dm Am_Q>rV _rR>
OmñV nS>V§. {d»`mV {MÌH$ma {nH$mgmoÀ`m ~m~VrV åhUVmV H$s Ë`m§Zr Ë`m§À`m {MÌm§_Ybo a§J ~Xbbo H$s
Ë`mÀ`m MmhË`m§Zm bjmV `m`M§ H$s AmVm Ë`mMr _¡ÌrUhr ~Xbbr AgUma Vo.
XmoZ EH$m nmR>monmR> EH$ {dZmoXr ZmQ>H§$ Ho$ë`m_wio Iyn \$m`Xm Pmbm. ZQ>r åhUyZ EH$ H«$mâQ> gmnS>m`bm
bmJb§. {dZmoXr ZmQ>H$m§_Ü`o Q>m`q_J \$ma _hÎdmM§ AgV§. _bm dmQ>V§ `m Q>m`q_JMm Cn`moJ B§Q>oÝg amoëg H$aVmZm
\$ma \$m`ÚmMm R>aVmo. Vwåhr CJmM EImÚm _mo_|Q>_Ü`o a|JmiV Zmhr. hr XmoÝhr ZmQ>H§$ àm`mo{JH$ Oar Agbr Var
Ë`mMo nwîH$i à`moJ Pmbo. gmVË`mZo EH$m ZmQ>H$mMo à`moJ hmoU§ EH$m ZQ>mgmR>r \$ma _hÎdmM§ AgV§. OmoZ {JbJwS>
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lr_Vr ZraOm nQ>dY©Z øm ì`dgm`mZo doeg§H$ënH$ (H$m°íÀ`w_
{S>Pm`Za) Amho. `w{Zìh{g©Q>r Am°\$ Om°{O©`mÀ`m ZmQ>ç{d^mJmVyZ H$m°íÀ`w_
{S>Pm`qZJ `m {df`mV _r E_.E\$.E. (_mñQ>a Am°\$ \$mBZ AmQ>©²g) d nwUo
{dÚmnrR>mÀ`m b{bV H$bm H|$ÐmVyZ ZmQ>ç `m {df`mV E_.E. Ho$bo Amho.
doeg§H$ënH$ åhUyZ gwdU©H$_i {dOoË`m ídmg ({X½Xe©H$, g§Xrn
gmd§V) `m {MÌnQ>m~amo~aM Vy doS>m Hw§$^ma ({X½Xe©H$, A{ZéÕ IwQ>dS>),
_Ü`_ì`m`moJ ({X½Xe©H$, dm_Z H|$Ðo), _r EH$ _mPo XmoZ ({X½Xe©H$ n«drU
^moio) Aer ZmQ>Ho$ Am{U ZQ>g_«mQ> `m ZmQ>H$mMo àgma^maVrgmR>r
Xÿa{MÌdmUrgmR>r Ho$bobo ê$nm§Va ({X½Xe©H$, g§Xrn gmd§V) Ago H$mhr
_hÎdmMo àmoOoŠQ>g Ho$bo AmhoV.
2001 nmgyZ b{bV H$bm H|$Ð, nwUo {dÚmnrR> `oWo Va 2003 nmgyZ
A°H°$S>_r Am°\$ {WEQ>a AmQ>©²g, _w§~B© {dÚmnrR> `oWo Am{U 2011 nmgyZ
âbo_, bdio Jmd, nwUo `oWo ZmQ>H$mÀ`m {dÚmÏ`mªZm H$m°íÀ`w_ {S>Pm`qZJ
hm {df` {eH$dV Amho. `m{edm` BVa AZoH$ {R>H$mUr ZmQ>ç{e{~am§_Ü`o
H$m°íÀ`w_ {S>Pm`qZJ hm {df` {eH$dbm Amho.
Play, Costumes and Designer
- by Neeraja Patwardhan



ZmQ>H$, H$nS>o
Am{U [S>Pm`Za
ZraOm nQ>dY©Z

Ms. Patwardhan says in her article. During my
experience in the college years, nobody seemed to bother
about what they wore on stage. Usual clamp: budget. And
no one would want to spend money unnecessarily. There
used to be terrible mismatches of the period of the play
and the clothes, the kind of person the Role portrayed and
the clothes this person would wear. Nobody seemed to
mind and I would always raise the questions.
The clothes and the character have a logical relation.
I started exploring it. Ordinarily one thinks of the
appropriateness of clothes according to the occasion one
is attending. But even within that range, the choice
depends on the unique character of a person. Everyday
clothing is socially constructed. But in a play or a film,
this can not be tolerated. Some people confuse a costume
designer with a fashion designer. The main difference is
one of purpose. Costume is an adjunct to the devices of
storytelling in the play.
The written text must be well understood by a costume
designer. Understanding the Director’s vision comes next.

If Arthur Miller’s The Crucible is to be staged, the textual content fictional location
and period have to be considered. The story is placed in 1690s in the period of
colonization in America. The struggle of the Puritan immigrants facing great difficulties
physically and psychologically is to be portrayed. The Director described the fictional
world as “ surrounded by Darkness, afraid of its approach and encroachment of the
mysterious unknown lurking in the darkness”. Set – lighting-costume designers had to
work together to produce this fictional world on stage in visual terms. Along with the
general feel, specific details could be added to heighten the effect . Reference work has
to support the choice.
' Santa Fe Summer' Opera conducted a festival in which the designers and directors
explained their work and the students could interact and learn. This was personally a
great opportunity.
The study of text, character, events, stage compositions all are parts of the design.
A costume can not exist and be effective by itself. But there are many misconceptions
regarding costumes and star status, all kinds of hierarchies and wrong ideas about
suitability. Overcoming these, the costume designer has to create a part of a painting
on stage where the bodies of actors, their stance and movements, set and lights work
together to produce the dramatic effect.
However, if you have not noticed the costume design but found the play good,
effective, it is a great success of all who contributed to it. “Audience may not read your
work but they can feel it.”

"" Amåhr H$Yr H$m°íMy_Mm {dMma Ho$bmM Zmhr H$maU ~OoQ>M Zgm`M§,'' Ago _mPo {dÚmWu Ë`m§Zr AmYr
Ho$boë`m EH$m§[H$H$m, ZmQ>H§$ `m~Ôb gm§JVmV. "" AmVmM§ Va ZmQ>H$ Amho H$m°íMyågMr H$mhr JaO Zmhr. Ë`mV n¡go
ZH$moV Kmbdm`bm'' Ag§ Va _r Iyn doim ~amo~aÀ`m§H$Sy>Z EoH$V Ambo`. _J H$m` Am`wî`^a {nMboë`m
~mB©À`m A§Jmda H$S>H$ ñQ>mM© Ho$bobr H$m°Q>ZMr H$moar gmS>r, 1950 _Yë`m ì`{º$aoIm§À`m A§Jmda 1990 _Ybo
H$nS>o, KamVM§ dmVmdaU H$S>H$ Am{U gmodi§ Agboë`m _wbrÀ`m A§Jmda OrÝg Am{U _m°S> Q>r-eQ>© Ag§ H$mhrhr
Agm`M§ Am{U ~hþVm§er bmoH$m§Zm Vo MwH$sM§ dmQ>m`M§ Zmhr.
Voìhm Zoh_rM hm àíZ nS>m`Mm H$s ho Ag§ H$m ? n¡go ZmhrV åhUyZ Hw$UmÀ`m KamVyZ AmUbobo H$nS>o
dmnaVmZm AmnU H$mhrM {dMma H$am`Mm ZgVmo H$m ? gmS>rÀ`m OmJr gmS>r Am{U eQ>m©À`m OmJr eQ>© BVH§$M H$g§
Mmbob ? Am{U gJù`mV _hÎdmM§ åhUOo Amnbo àojH$ `m Jmoï>r ñdrH$ma H$aVmV ? ZJmbm ZJ Ago H$nS>o
AgUo _J Ë`m§Mm a§J, H$nS>mMm nmoV, H$nS>çmMm ZdoOwZonUm H$emMmhr g§~§Y ì`{º$aoIoer Agbm Zgbm Var
\$aH$ nS>V Zmhr àojH$m§Zm ! ì`{º$aoIoMo ~maH$mdo, {VÀ`m H$nS>çm§_mJM§ Ë`m Ë`m ì`[{º$aoIoM§ VH©$emó `mMm
{dMma Hw$UmbmM H$m H$amdmgm dmQ>V Zmhr ? Šd{MV Aem nS>boë`m àíZm§dê$Z Hw$Ur Moï>mhr Ho$br. nU hiyhiy
Ooìhm _r ñdV: ZmQ>H$mÀ`m H$nS>çm§Mr O~m~Xmar ¿`m`bm bmJbo Voìhm ho àíZ AOyZ ñnï> ìhm`bm bmJbo. Ago
àíZ nS>Ê`m_Ü`o MyH$ H$mhr Zmhr hohr nQ>m`bm bmJb§. Am{U `m àíZm§Mr CÎma§ {_idm`Mm àdmg gwê$ Pmbm.
AmnU amoOMo H$nS>o KmbVmZm Amnë`m ì`{º$_Îdmbm `mo½` Vo H$nS>o {dMma H$ê$Z KmbVmo H$m, Ag§ Hw$Ur
{dMmab§ Va gmh{OH$M hgm`bm `oB©b. _mPm ñd^md A_wH$V_wH$ Amho åhUyZ _r A_wH$ V_wH$À`m Odi
OmUmè`m a§Jm§Mo H$nS>o KmbVo Ag§ Hw$UrM åhUV Zmhr. Amnë`m H$nmQ>mV Oo H$mhr AgV§ Ë`mVbm EH$ H$nS>m
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AmnU {ZdS>Vmo. {ZdS>VmZm {OW§ Om`M§` Ë`m [R>H$mUmbm, H$m`©H«$_mbm `mo½` H$m` BVnVM {dMma H$aVmo. åhUOo
Q´>oH$bm OmVmZm gmS>r, ZmoH$arÀ`m _wbmIVrbm OmVmZm Q°́H$gyQ> Am{U b¾H$m`m©V OmVmZm \$mQ>Š`m em°Q²>©g Ag§
AmnU H$mhr H$aV Zmhr Z¸$sM; nU Ë`mnbrH$S>o AmnU {dMma H$aV Zmhr ho Ia§. AJXr hoM hmoV§ ZmQ>H$,
{gZo_mÀ`m H$m°íMyåg R>adVmZm. b¾mMm grZ Amho åhUOo OarMr gmS>r BVnVM {dMma Ho$bm OmVmo; nU Ë`m
ì`{º$aoIobm Hw$R>ë`m àH$maMr gmS>r nadS>ob ? ~mH$sÀ`m ì`{º$aoIm§À`m g§X^m©V àË`oH$ ì`{º$aoIm [H$Vr CRy>Z
[Xgob dm {_iyZ OmB©b ? BË`mXr Jmoï>r {dMmamV ¿`m`Mr JaO Amnë`mbm dmQ>V Zmhr.
nU hmM Kmoi Amho. Amnë`m amoOÀ`m H$nS>çm§À`m ~m~VrV Amnb§ Amnb§ doeg§H$ënZ Amnë`m ZH$iV
Pmbob§ AgV§. Amnb§ Amnb§ ì`{º$_Îd, OS>UKS>U, noem, {ejU Aem ~è`mM Jmoï>r Amnë`m AmdS>r{ZdS>tda
n[aUm_ H$aV AgVmV. Ë`m_wio Amnb§ ì`{º$_Îd Amnë`m H$nS>çmV [XgV AgV§M. Voìhm Amnë`m H$nmQ>mV Oo
AgV§ Vo Amnë`m ì`{º$_ÎdmM§ à{Vq~~ AgV§. nU ZmQ>H$, {gZo_mVë`m H$mën{ZH$ ì`{º$aoIogmR>r H$nS>o {ZdS>U§
ho Ag§ gmon§ ZgV§. {VWo _mÌ ì`{º$_ÎdmMmhr {dMma H$amdm bmJVmo. _wimV H$nS>o {dH$V KoU§, {edyZ KoU§ `mgmR>r
Am{U _J Z§Va Ñí`m_Yrb [R>H$mU, doi BË`mXtgmR>r.
ho gJi§ H$aÊ`mgmR>r EH$ doeg§H$ënH$ [H¨$dm H$m°íMy_ [S>Pm`Za AgVmo. H$m°íMw_ [S>Pm`Za åhUOo \°$eZ
[S>Pm`ZaM Ago AZoH$ OU g_OV Agbo Var Vo `mo½` Zìho. `m XmoÝhr H$m_m§À`m {dMmaà[H«$`o_Ü`o IynM \$aH$
AgVmo. ZmQ>H$ åhUOo H$Wm gm§JÊ`mMm EH$ àH$ma Am{U H$m°íMw_ hm H$Wm gm§JÊ`mgmR>r _XV H$aUmao EH$ gmYZ
AgVo. Ë`mÀ`m_wio ZQ> hm Vr Vr ì`{º$aoImM ~ZUo Ano{jV AgVo. hm hoVy_Ybm \$aH$M \°$eZ [S>Pm`Zg© Am{U
H$m°íMw_ [S>Pm`Zg© `m§À`m H$m_mÀ`m nÕVrV \$aH$ AgÊ`mgmR>r H$maUr^yV AgVmo. Va \°$eZ [S>Pm`Zabm
_mUgmbm gw§Xa H$aU§ ho _hÎdmM§ AgV§. H$nS>çm§Mm B{Vhmg, H$nS>o V`ma H$aÊ`mÀ`m nÕVr, H$mnS>m§Mr _m[hVr,
a§J, aofm, AmH$ma, nmoV BË`mXr gd© Jmoï>tMm Aä`mg XmoKm§Zmhr H$amdm bmJVmo. nU dómoÚmoJ Am{U \°$eZ ì`mnma
`m g§X^m©Vbm Aä`mg hr \°$eZ [S>Pm`ZaMr JaO AgVo. Va H$Wm, ì`{º$aoIm, _mZgemó, [X½Xe©H$s` hmVmiUr,
bmBQ²>g BË`mXr AZoH$ Jmoï>tMm Aä`mg H$m°íMw_ [S>Pm`Zabm OéarMm AgVmo.
Hw$Ry>Z gwê$ hmoVmo doe^yfoMm {dMma ? H$g§ Ho$b§ OmV§ ho H$m_ ?
ZmQ>H$mMr gwédmV hmoVo {b{IV g§[hVonmgyZ. ho {b[hbob§ ZmQ>H$ nyU© nMdë`m{edm` H$moUrM nwT>o OmD$ eH$V
Zmhr. g§[hVm nMdbr VaM Ë`mVë`m ì`{º$aoIm§À`m nmoQ>mV {eaVm `oBb
© , Ë`m AmoiIrÀ`m hmoVrb Am{U _J Ë`m§M§
gm|J H$g§ gOdm`M§ Vo Ë`m ñdV:M gm§JVrb. Voìhm g§[hVm _hÎdmMr. g§[hVm nMdVmZm g§[hVoMm nmoV, e¡br, {df`,
Ame`, H$mi, boIH$mMr g§H$ënZm BË`mXr Jmoï>r dmMVm `m`bm hì`m. Ë`mgmR>r {Za{Zamù`m boIZe¡brMr _m[hVr
hdr. VgoM g§[hVoMr _m§S>Ur åhUOo gwédmV. _Ü` d eodQ>, àdoeg§»`m, KQ>Zm§Mm doJ, ~XbmÀ`m OmJm BË`mXr
gJi§ g_OyZ KoVm `m`bm hd§. ho gJi§ {_iyZ hmoVmo g§[hVoMm Am{U ì`{º$aoIm§Mm Aä`mg.
Ë`mZ§Va `oVmo [X½Xe©H$. Ë`mbm Ñí` ^mJm~Ôb AmñWm Agob, g_O Agob VaM ZmQ>H$ Mm§Jb§ [XgV§.
[X½Xe©H$mÀ`m _Zm_Ü`o ZmQ>H$mMr Q´>rQ>_Q| > OodT>r ñnï> Agob VodT>§ H$m_ OmñV Mm§Jb§ KSy> eH$V§. Voìhm [X½Xe©H$mÀ`m
S>moŠ`mV H$m` Ñí` Amho Vo g_OyZ KoU§ _hÎdmM§. `mgmR>r _wimV a§J_§MmdaMm àË`oH$ jU åhUOo EH$ n|[Q>¨J, EH$
{MÌ Amho Agm {dMma [X½Xe©H$mZo Am{U gd© [S>Pm`Zg©ZrgwÕm H$aU§ JaOoM§ AgV§.
_mÂ`m E_E\$EÀ`m {Vgè`m dfm©V X H«w${g~b `m Am°W©a {_baÀ`m ZmQ>H$mMo doeg§H$ënZ hmoVo. ho ZmQ>H$
{_abZo {b[hb§ 1952 _Ü`o; nU ZmQ>H$mMm H$mi Amho 1692. A_o[aHo$Vrb _°goÀ`wgoQ>g `oWrb gob_ `m
JmdmVbm. hm H$mi åhUOo A_o[aHo$V `wamo{n`Z bmoH$ `oD$Z ~gÊ`mMm H$mi. gob__Ü`o ~gbobo ho bmoH$ gJio
ß`w[aQ>Z d àmoQ>oñQ>§Q> n§WmVbo {¼íMZ bmoH$. AË`§V H$S>dr Y_©{Zð>m Am{U Á`m Á`m Jmoï>rMm AmZ§X Cn^moJVm `oVmo
Vo Vo nmnH$_© Amho Aer Ym{_©H$ YmaUm Agbobo ho bmoH$. AË`§V à{VHy$b hdm_mZmbm Vm|S> XoV Zì`m ^y_rV [Q>Hy$
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nmhUmao bmoH$. gmh{OH$M MoQy>H$, _§ÌV§Ì `m§À`mda àM§S> {dídmg Am{U Ë`mMr ^rVrhr. `m gJù`mVyZ 1692
gmbr Á`m MoQ>Š`m§À`m gwZmdÊ`m Pmë`m gob__Ü`o, Á`mV EH$m doiobm 190 nojm OmñV bmoH$m§Zm EH$X_ \$mer
XoÊ`mV Ambr `m KQ>Z^o modVr ho ZmQ>H$ {\$aVo. ZmQ>H$mÀ`m [X½Xe©H$mbm H$nS>çm§_Ü`o Ë`m H$mimMr EH$ gd©gmYmaUV:
bmB©Z Ambobr hdr hmoVr. ~marH$ ~marH$ Vn{ebm§_Ü`o \o$a\$ma Ho$bobo Ë`mbm MmbUma hmoV.o ZmQ>H$mÀ`m Ñí`VogX§ ^m©V
[X½Xe©H$mZo "A§YmamZo doT>bob§ EH$ N>moQ>§g§ OJ. A§YmamV H$m` XSy>Z ~gb§` ho `m N>moQ>çm OJmVë`m H$moUmbmhr
_mhrV Zmhr. nU `m OJmVbo gJio A§YmamVë`m ApñVËdm§Zm Km~ê$Z AmhoV.' Ago H$mhr dU©Z H$o$bo hmoVo. ho
dU©Z Am_À`m g§nU
y © [S>PmBZ H$m°ÝgoßQ²>gMm nm`m R>abo. A§YmamZo doT>bb
o ,§ A§YmamVë`m AZmoiIr Jmoï>tZr ^oXabob§
OJ Amåhmbm {VKm§Zm åhUOo _r, doeg§H$ënH$, goQ> [S>Pm`Za d bmB©Q> [S>Pm`Za {_iyZ a§J_§Mmda C^§ H$am`M§
hmoV§. ho Am_M§ a§J_§Mr` n|[Q>¨J AgUma hmoV§ Á`mMr g§H$ënZm [X½Xe©H$mZo R>adyZ [Xbr hmoVr. _r n[hbr \$maH$V
a§Jm§er KoVbr. IS>Va Am`wî` Am{U Y_m©Mr H$mQ>oH$moa ~§YZo `m§Zr OIS>boë`m `m bmoH$m§M§ Am`wî` _bm a§JhrZ
dmQ>b§. Ë`m_wio Ë`m§À`m H$nS>çmV H$mim, nm§T>am d amImS>r EdT>oM a§J dmnabo. ß`w[aQ>Ýg bmoH$m§À`m doe^yfoMm
B{Vhmg VnmgVmZm Ë`m§À`m H$nS>çm§Mo a§J _iImD$, {dQ>Ho$M Am{U Oamhr AmZ§Xr ZgV ho bjmV Amë`mda
a§J[hZVoda {e¸$m_moV~© Pmbo. nU A§YlÕm, ^rVr, VgoM bmo^ Am{U gyS>H$ar àd¥Îmr `m gJù`m EH$m amoJmgma»`m
AmhoV Am{U Á`m§Zm bmJU Pmbr`o Ë`m§À`m H$nS>çmV bmb a§J Amho Omo Ñí`mJ{UH$ dmT>V OmVmo Ag§ XmIdb§.
MoQ>Š`m§À`m gwZmdÊ`m§À`m g§X^m©V Aä`mg H$aV AgVmZm `m {df`mdaM§ EH$ n|[Q>¨J {_imb§ hmoV§. Ë`m_Ü`o bmb
a§JmMm dmna hmoVm. Ë`mdê$Z hr bmb a§JmMr H$ënZm S>moŠ`mV Ambr hmoVr.
"g°ÝQ>m \o$ Am°noam' `m CÝhmir Am°noam H§$nZr_Ü`o _r B§Q>Z©{en Ho$br. {VWo XoemoXoerMo Iyn _moR>o _moR>o H$m°íMw_
[S>Pm`Zg©, bmB©Q> [S>Pm`Zg©, goQ> [S>Pm`Zg© H$m_ H$am`bm `oV AgV. Ë`m§À`m AZw^dmMm \$m`Xm Am_À`mgma»`m
Zd»`m§Zm {_imdm åhUyZ H§$nZr Amnë`m gJù`m em°ßgÀ`m bmoH$m§gmR>r àË`oH$ Am°noam AmonZ hmoÊ`m AmYr EH$
[S>PmBZ àoP|Q>oeZ R>odV AgV. Á`m_Ü`o Ë`m Ë`m Am°noamMo [X½Xe©H$ Am{U ZonÏ`, àH$me`moOZm, doe^yfm Ago
VrZhr [S>Pm`Zg© `oV Am{U Oo H$mhr [S>PmBZ Ë`m§Zr Ho$bob§ Amho Vo Vg§ H$m ? H$em nÕVrZo Vo gÜ`mÀ`m
[S>PmBZda `oD$Z R>onbo ? [S>PmBZMo Oo {ZU©` AmhoV Vo VgoM H$m KoVbo ? g§nyU© Am°noamH$S>o Vo H$em Ñï>rZo
nmhVmV ? EHo$H$ ì`{º$aoIm Vo H$em nÕVrZo C^r H$aVmV BË`mXr gJù`m Jmoï>r Amåhmbm gm§{JVë`m Om`À`m.
àíZ {dMmaVm `m`Mo Am{U OJmVë`m _moR>çm _moR>çm [S>Pm`Zg© Am{U Am°noam [X½Xe©H$m§er g§dmX gmYVm `m`Mm.
BWo "a§J_§MmdaMm àË`oH$ jU ho EH$ n|[Q>¨J AgVo' hm _wÔm \$maM Mm§Jë`m nÕVrZo AYmoao{IV Ho$bm Jobm. `m_Ü`o
EH$Xm \$m°bñQ>m\$ ZmdmÀ`m Am°noamMr {~«[Q>e [X½Xe©H$ ga Om°Z {_ba `m§Zr EHy$UmV [S>Pm`qZJ~Ôb ~mobVmZm
EH$ Iyn _hÎdmMr Jmoï> gm§{JVbr hmoVr Vr åhUOo "b°pìhe BO ìhëJa, Ý`w[S>Q>r BOÝQ>.' åhUOo "Z¾Vm Zmhr Va
A{V ^nH$m, MH$_H$mQ> hm [hS>rg AgVmo.' ho dmŠ`, hm {dMma AmOhr H$m_ H$aV AgVmZm ~«÷dmŠ` Agë`mgmaI§
OnyZ R>odbobm Amho.
[X½Xe©H$ Am{U BVa [S>Pm`Zg©~amo~a MMm© H$ê$Z EH$Xm [S>PmBZ H$m°ÝgoßQ> R>abr, n|[Q>¨J_Ü`o H$m` hdo, Vo
H$em nÕVrZo ~Zdm`Mo, H$moUr Hw$R>bo a§J, AmH$ma ^am`Mo ho gd© EH$Xm R>abo H$s _J ZmQ>H$ Á`m H$mimV KS>V
Agob Ë`m H$mimMo g§emoYZ H$ê$Z ì`{º$aoIm§Zm AmH$ma CH$ma Úm`bm gwédmV Ho$br OmVo. gd©gmYmaUnUo H$em
àH$maMo, H$em nmoVmMo, Hw$R>ë`m a§JmMo H$nS>o ho R>abo H$s _J BVa H$mhr Jmoï>r {dMmamV KoD$Z, Ë`mà_mUo JaO
Agë`mg ~Xb H$ê$Z _J àË`oH$ ì`{º$aoIoMr doe^yfm n¸$s Ho$br OmVo.
`m BVa H$mhr Jmoï>r Hw$R>ë`m AgVmV ?
EdT>m gJim {dMma H$ê$Z ~Zdbobo H$nS>o Á`mÀ`m A§Jmda MT>dbo OmUma Vmo ZQ> hr EH$ _hÎdmMr A{U
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à^mH$a ZrbH§$R> ^mdo ho [H$bm}ñH$a H${_Ýg_Ü`o ZmoH$ar H$aV hmoVo.
àm`mo{JH$ a§J^y_rdarb Am{U àm`mo{JH$ ZmQ>çñnY}Vrb a§J^y_rdarb
ZmQH$m§gmR>r Jobr Mmirg df} ^mdo a§J^yfm H$aVmV. nwÊ`mÀ`m "nwéfmoÎm_
H$a§S>H$' `m Am§Va_hm{dÚmb`rZ EH$m§[H$H$m ñnY}gmR>r Jobr gbJ 41 df}
a§J^yfmH$ma åhUyZ Ë`m§Zr H$m_ Ho$bo Amho.
^mdo `m§Mo a§J^yfm ho nwñVH$ àH$m{eV Pmbo Amho. {dídH$moem gmR>r
"a§J^yfm' `m {df`mda Ë`m§Zr boIZ Ho$bo Amho. AZoH$ _m{gHo$ Am{U
{Z`VH$m{bHo$ `m§VyZ a§J^yfm Am{U _wIdQ>o `m§darb Ë`m§Mo boIZ d Ë`m§À`m
_wbmIVr `m§Zm à{gÕr {_imbr Amho.
Ë`m§Zr a§J^yfoMo àmW{_H$ {ejU Ë`m§Mo dS>rb H¡$. ZrbH§$R lrnmX ^mdo
`m§À`mH$Sy>Z gwédmVrbm KoVbo hmoVo Va H¡$. XmXm nam§Ono Am{U H¡$. ZmZm
OmoJioH$a `m§À`mH$Sy>Z nwT>o Ë`m§Zm _mJ©Xe©Z bm^bo hmoVo. ñdV: a§J^yfm
H$aÊ`m~amo~aM a§J^yfoMo {ejU XoUmè`m H$m`©emim_Ü`o Vo g[H«$` am[hbo
AmhoV. ^monmi, O~bnya, [X„r, n§M_T>r, Abmhm~mX, ~S>moXm, Jmodm,
_w§~B©, ~§Jiwê$, H$mobH$Vm, nwUo AmXr eham§VyZ Zm_d§V g§ñWm§Zr Am`mo{OV
Ho$boë`m Odi Odi 250 À`m da H$m`©emim Am{U {e{~ao `m§VyZ Ë`m§Zr
_mJ©Xe©Z H$obo hmoVo Am{U AmOhr H$arV AmhoV.
{dO`m _ohVm `m§À`m hdobr ~wb§X Wr Am{U h_rXm~mB© H$s H$moR>r `m
Q>o{b{\$ë_gmR>r a§J^yfm, Va Oã~ma nQ>ob [X½X{e©V EH$ hmoVm {dXÿfH$ `m
{MÌnQ>mgmR>r Ë`m§Zr _wIdQ>o ~Zdbo hmoVo.
lr. ^mdo `m§Zr AmOda Odinmg 350 _wIdQ>çm§Mr {Z{_©Vr Ho$br
Amho. `m _wIdQ>çm§Mr ^maVmV 16 àXe©Zo Pmbr AmhoV. nma§n[aH$ Am{U
AmVm V`ma hmoV Zgboë`m _wIdQ>çm§~amo~a OnmZr "Zmoh²' {WEQ>g©À`m
_wIdQ>çm§Mm VgoM nmbr, bS>mI, {g¸$s_, lrb§H$m `oWrb _wIdQ>çm§Mm
`mV g_mdoe hmoVm.
^mdo `m§À`m a§J^yfm `m nwñVH$mbm _hmamï´> emgZmMm nwañH$ma àmá
Pmbm Amho. A{Ib ^maVr` ZmQ>ç n[afX, _w§~B©, nwUo _hmZJanm{bH$m,
ZmQ>ç n[afX qnnar-qMMdS> `m§À`m dVrZo Am{U AÝ`hr H$mhr g§ñWm§À`m
dVrZo Ë`m§Zm CËH¥$ï> a§J^yfmH$ma åhUyZ nwañH$ma d Jm¡ad àmá Pmbo AmhoV.


Ogo hdo VgoM
à^mH$a ZrbH§$R> ^mdo
a§J^yfmH$ma, nwUo

'Looks' of dramatis Personae
- by Mr. Prabhakar Bhave
: A veteran Make-up Artist
The Traditional treatise, the Natyashastra mentions
three classes of make-up for stage presentations. 1.
Anuroop, 2. Viroop and 3. Roopanuroop. They refer to

the relationship of the actors' age, sex and characters. The Look of a character on stage
should be appropriate to the age, sex, and psychological characteristics of the Dramatis
personae.
Drama in performance is a team work of the actors and several technicians. Makeup man is one of the contributors to the total effect of the performance. The audience
seeks different things in the play. Make-up is a basic visual aspect of what is seen on
the stage.
The role of art and craft of Make-up is compared with the role of the live
accompaniment to a concert of Indian Music.
Make - up is not just 'Painting the face'. It has to project, highlight and cover-up
deficiencies, if any. It is a lie that has to pass off for truth! The change in 'look' affects
the actor in a positive way.
The actor must look the role he/she plays. The make-up man has to study the play
from the point of view of the Director. That gives him the clues to the intricacies of the
character to be portrayed.
In a performance, the audience has to play the game by willing suspension of disbelief.
Once the play grips the audience, it can affect the spectator deeply. Awareness of these
aspects is essential for a makeup artist. It is not just a craft of making quick money. No
doubt, there are cases of the craftsmen who are very busy in the business.
In order to start on the path of the Art of Make-up the author suggests a practicing
school where students understand the art of Drama and have actual technical information
about the chemical and other aspects of the material, the craft of making adjucts and
the step-by-step practice of facial make up. The short cuts can prove harmful. Three
instances of the way people look at this profession are quoted, the most telling one is
the story of an actor who was playing an old man from a deprived circumstances, as he
looked at himself after the make-up was complete, he collapsed in disbelief! The director
said, you got the gesture I was asking of you through the rehearsals! Such was the
impact of the make -up on the actor.

^aVmZo ZmQ>çemómV ór-nwéf nmÌm§À`m {ZdS>rgmR>r VrZ _hÎdmMo ^oX gm§{JVbobo AmhoV.
AZwê$n - {ó`m§Zr {ó`m§À`mM d nwéfm§Zr nwéfm§À`mM ^y{_H$m H$amì`mV. `mV ^y{_Ho$Zwgma ór-nwéf nmÌm§À`m
d`mMmhr {dMma Ho$bm OmVmo.
{dê$n - bhmZ _wbm§Zr _moR>çm d`mÀ`m ór-nwéf nmÌm§À`m ^y{_H$m H$aUo, d`mMm {dMma Z hmoUo `mH$S>o bj
doYbo Amho.
ê$nmZwê$n - `mo½` Ë`m d`mÀ`m, ê$nmbm gmOoem Aem ^y{_H$m ór-nwéfm§Zm XoUo [H¨$dm a§J^yfÀo `m d doe^yfÀo `m
gmhmæ`mZo Vgm Am^mg {Z_m©U H$aUo.
ZmQ>çà`moJ nmhÊ`mgmR>r Ambobm àojH$ H$mhrVar ^ì`[Xì`, bmoH$moÎma, a§OH$ Am{U à~moYZmË_H$ Ago
nmhm`bm {_iob `m AmeoZo Ambobm AgVmo Am{U àojH$m§Mr hr Anojm nyU© H$aÊ`mMm à`ËZ à`moJH$V} H$aV
AgVmV. `m à`ËZm§V boIH$, [X½Xe©H$, ZQ>, ZonÏ`H$ma, a§J^yfmH$ma, doe^yfmH$ma, àH$me`moOH$, g§JrVH$ma
`m§Mm g_mdoe AgVmo. Am{U `m gdmªÀ`m à`ËZm§Mo Oo Xe©Z a§J^y_rda KS>Vo Ë`mMm àË`j AZw^d àojmJ¥h KoV
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AgVo. àojH$ à`moJmMo _yë`_mnZ H$aVmV.
ZmQ>H$mÀ`m {df`mer, Ame`mer Am{U A§VV: hmoUmè`m n[aUm_m§er `m gdmªMm EH${ÌV g§~§Y AgVmo. Am{U
åhUyZ Ë`m Ë`m {Z{_©VrgmR>r hm gd© V§Ìg§K, Ë`m Ë`m doir EH${dMmar d EH${OZgr Agmdm bmJVmo. H¡$. nw. b.
Xoenm§S>o EH$m ^mfUmV åhUmbo hmoVo H$s ~¡R>H$sMo JmUo a§J{dUmè`m gmWrXmam§à_mUo ZmQ>çV§Ìkm§Mo H$m`© Agmdo.
gmWrXma JmÊ`mMm Omo amJ Agob Ë`mÀ`m gwamdQ>rbm Y¸$m Z bmdVm CbQ> JmUo Ogo IwbdVmV Vgo V§Ìkm§Zr
ZmQ>H$ n[aUm_H$maH$ H$amd`mMo AgVo.
_mPm {df` "a§J^yfm' Amho. a§J^yfm hrgwÕm à`moJmMr gmW Amho. a§J^yfobm AmnU ghOnUo _oH$An Ago
åhUVmo. nU `m eãXmÀ`m eãXe: AWm©H$S>o nm[hë`mdaM a§J^yfm åhUOo Z¸$s H$m` H$am`M§` Vo bjmV `oVo.
"_oH$An'Mm eãXH$moemV [Xbobm AW© Amho "CUrd ^ê$Z H$mT>Uo'. ^y{_Ho$Zwgma ZQ>mÀ`m Mohè`mda a§Jm§À`m
gmhmæ`mZo ~Xb H$aUo åhUOo a§J^yfm. JaOoZwgma Moham gw§Xa H$aUo [H¨$dm Vmo {~KS>dUo, Ago AmnU T>mo~i _mZmZo
åhUy eH$Vmo. nU ho H$aVmZm a§JZrVrMo ^mZ Agmdo bmJVo.
gagH$Q> Moham a§JdyZ H$mT>Uo åhUOo a§J^yfm Zìho. _wÐm{^Z` _hÎdmMm KQ>H$ Amho. Vmo bmoH$m§n`ªV åhUOo
àojH$m§n`ªV nmohmoM{dUo ho a§J^yfmH$mamMo H$m_ Amho. a§J^yfoMo V§Ì Ñ{ï>^«_mda ~oVbobo Amho. Ia§ dmQ>md§ BVH§$
Mm§Jb§ ImoQ>§ H$m_ H$am`M§ AgV§. ^y{_Ho$À`m _mZ{gH$Vobm Yê$Z Ho$bobr Mm§Jbr a§J^yfm hm Ë`m ZQ>mÀ`m Ñï>rZo
Mm§Jbm _mZgmonMma AgVmo. gw`mo½` a§J^yfm Pmë`mda Ooìhm AmaemV nm[hbo OmVo Voìhm `mMm àË`` `oVmo. H$m_
H$aUmè`m ZQ>mbm EH$ doJimM hþê$n `oVmo. Am{U Vmo ghOnUo Mm§Jbr ^y{_H$m dR>dyZ OmVmo. ZmQ>çg§[hVoÀ`m
OmVrZwgma, ^y{_Ho$er àm_m{UH$ amhÿZ Ë`m {df`mÀ`m "dmñVdm'H$S>o OmUo _hÎdmMo Amho. VaM Vo àojH$m§n`ªV
nmohmoMVo. CXm. _mbH$sU Am{U _mobH$arU `m§À`m a§Jê$nmV H$mhrM ^oX^md Zgob Va Vo àojH$m§Zm H$go nQ>Uma?
(nmhm : XÿaXe©Zdarb _m{bH$m) AmVmÀ`m H$mimVrb KaJS>r hm nm¡am{UH$, Eo{Vhm{gH$ ZmQ>H$mV godH$ AgVmo.
XmoKm§Mrhr ì`{º$_Îdo doJir AgVmV. Eo{Vhm{gH$, nm¡am{UH$ ZmQ>H$mVhr Q>rnm°` AgVmoM H$s; nU Ë`mbm Mm¡aJ§
åhUVmV. Ë`mMm a§J, AmH$ma, nmoV doJim AgVmo. VgoM ^y{_H$m§Mo AgVo. ZQ> VmoM AgVmo; nU àË`oH$ ZmQH$mV
Ë`mMo [XgUo ZmQ>H$mÀ`m OmVrZwgma ~XbVo. åhUOoM dmñVd ZmQ>çH$mimZwgma ~XbVo. `m Jmoï>rMr nyU© OmUrd
a§J^yfmH$mambm Agbr nm[hOo. `mda EH$ gmonm Cnm` Amho. [X½Xe©H$mbm A{^àoV Agboë`m ZmQ>ç{df`mMm Mî_m
S>mù
o `m§Zm bmdm`Mm. hm Mî_m ZmQ>H$mÀ`m gdmªJmÀ`m Aä`mgmMm AgVmo. `m Mîå`mVyZ nm[hbo H$s, ZQ> H$gm [Xgbm
nm[hOo Vo H$iVo Am{U _J hmoUmar a§J^yfm, A{^Z`mbm _XV H$aUmar AgVo. a§J A{^Z` H$aV ZmhrV. Vo A{^Z`mbm
_XV H$aVmV. [X½Xe©H$mZo g_Om, Oa IbZm`H$ "[XgVmo Vgm Zmhr' `m nÕVrZo KS>dbm Agob Va _J Ë`m nmÌmbm
_wÔm_ IbZm`H$s a§JdÊ`mV H$m` AW© Amho. `mZo A{^Z`mMr hmZr hmoV.o `mgmR>r a§J^mZ AgUo Oê$arMo Amho.
EImÚm nmÌmMr a§J^yfm Z H$aÊ`mMm {ZU©` KoUo hrgwÕm Ë`m nmÌmMr a§J^yfmM AgVo.
àojH$ Ooìhm ZmQ>H$ nmhm`bm `oVmo Voìhm Ë`mbm nyU© _m[hVr AgVo H$s ZmQ>H$M Amho åhUOo gJim ImoQ>onUmM
Amho. g_W© am_Xmg åhUVmV,
IoiVm ZoQ>Ho$ XemdVmar & VoWo `oVr gw§Xa Zmar &
ZoÌ _moS>Vr H$bmHw$gar & na§Vw AdKo YQ>tJU &&
Va g§V VwH$mam_ _hmamO gm§JVmV ZQ>ZmQ>ç Vwåhr Ho$bo `mOgmR>r
H$m¡VwHo$ Ñï>r {Zddmdr &
Zmhr Var H$m` R>mdHo$Mr Amho
dmK Am{U Jm` bmH$S>mMr &&
& Ogo hdo Vgo & 111 &

Ago AgyZhr n[aUm_H$maH$ R>aUmar ZmQ>çH¥$Vr àojH$mbm ^mamdyZ Q>mH$Vo. àojH$mbm {dMma H$am`bm bmdVo.
Ë`mbm A§V_w©I H$aVo. àojH$mbm hgdVo, aS>dVo. àojH$ Amnbo ñdV:Mo gm_m{OH$ ñWmZ, hþÔm, d`,n[apñWVr
gd© {dgê$Z `m H$mën{ZH$ {dídmgr g_ag hmoVmo. H$maU ZmQ>ç{df` Ë`mÀ`m _Zmn`ªV nmohmoMbobm AgVmo.
AWm©V ho gmao `eñdr ZmQ>ç{Z{_©VrMoM lo` AgVo. _J H$mhr ZmQ>Ho$ nS>VmV åhUOo H$m` hmoVo, Va {VW§ EH$VmZVm,
EH$g§YVm H$_r nS>Vo. Hw$R>ë`m Var EH$mM A§JmMm A{VaoH$s dmna Pmbobm AgVmo. Am{U ho Q>mimdo bmJVo.
Ë`mMà_mUo Mm¡\o$a dmMZ Am{U {ZarjU `mhr Jmoï>tMm N>§X Ë`mbm Agmdm bmJVmo. `mMm IynM \$m`Xm hmoVmo.
AmO `m joÌmV H$bmd§V H$_r Am{U H$mamJra OmñV Aer n[apñWVr Amho. a§J^yfoMo n[anyU© {ejU XoUmè`m g§ñWm
ZmhrV. ^aVmV Vr ì`{º$_Îd {dH$mg {e{~ao [H¨$dm "ZmQ>ç à{ejU {e{~a' Aem {e{~amVyZ AmR> [Xdgm§V
ZmQ>H$m§À`m gd© A§Jm§Mr _m[hVr H$ê$Z [Xbr OmVo. Vohr [XdgmVbo Mma Vmg dmnê$Z. H$m` {_iUma ? EH$ H$mi
Agm hmoVm H$s `m H$boH$S>o \$mago bj XoV ZgV. AmVm _mÌ _hÎd nQ>bobo Amho. Am{U n¡gohr Mm§Jë`m àH$mao
{_iVmV. nU e¡j{UH$ JaO ^mJë`mZo nmhÿZ nmhÿZ V`ma Pmbobo OwO~r a§J^yfmH$ma Iyn AmhoV. dS>rb H$aVmV
åhUyZ _wbJm `m joÌmV `oVmo. MyH$ Zmhr nU na§naoZo H$bmd§V {Z_m©U hmoV ZmhrV. H$mamJra ~ZVmV.
S>m°ŠQ>a Omo EImÚm amoJmMm ñnoem{bñQ> AgVmo Ë`mZo d¡ÚH$s` nyU© {ejU KoVë`mda, Ë`m EImÚm {df`mMm
ñdV§Ì Aä`mg H$ê$Z _JM ñnoem{bñQ> ~ZVmo. VgoM ZmQ>H$ `m {df`mMo nyU© kmZ {_idyZ _J EImÚm V§ÌmMm
{deof Aä`mg H$ê$Z Ë`mVM bj KmVbo VaM Vmo nyU© V§Ìk ~Zob. Aem nyU© doi Aä`mgH«$_ XoUmè`m g§ñWm§Mr
CUrd _mÌ ^mgVo. hr CUrd 5-6 [Xdgm§Mo EH$mM {df`mMo amoO 6 Vo 7 Vmg gamdmË_H$ {e{~ao ^adyZ ^ê$Z
H$mT>Vm `oB©b. Aem {e{~amVyZ {df`mMm nm`m Va n¸$m hmoB©b; nU AZw^dr _mJ©Xe©H$m§er hmoUmè`m MM}VyZ,
Ë`mZo ghO gm§{JVboë`m Ë`mÀ`m AZw^dmVyZ Am{U àË`j XmIdboë`m àmË`{jH$m§VyZM Iyn H$mhr {_iyZ OmVo.
_r BWo "gamdmË_H$ {e~ra' Agm eãX dmnabm Amho. `m_Ü`o à{ejU KoÊ`mgmR>r Amboë`m {dÚmÏ`mªH$Sy>Z à`moJ
H$ê$Z KoUo ho _hÎdmMo Amho. CXmhaUmW© _w»` Jmoï> åhUOo \$mC§S>oeZ bmdUo. Vo bmdÊ`mnydu `m a§JmV H$m`
AgVo ? Ë`mMo EdT>o àH$ma (Z§~g©) H$emgmR>r AmhoV? Vo Mohè`mÀ`m a§JmZwgma {ZdS>mdo H$go ? Am{U bmdmdo
H$go ? EdT>o ^mJ `oVmV. ho gd© g_OmdyZ gm§JUo Am{U Vo EH$gmaIo H$go bmdmdo `mMo àmË`{jH$ H$ê$Z KoUo `mV
XmoZ [Xdg OmVmV. AWm©V bmJUmam doi hm à{ejUmWvÀ`m g§»`oda d Ë`m§À`m J«hUeº$sda Adb§~yZ AgVmo.
`mZ§VaMm ^mJ `oVmo Moham _moëS> H$aUo. åhUOo Ë`mMm AmH$ma ~XbUo. `m gmR>r H$moUVo a§J dmnam`Mo, Ë`mMo
H$maU H$m` ? Mohè`mMo A§VJm}b d ~[hJm}b ^mJ H$go hmVmim`Mo, [H¨$dm H$go {Z_m©U H$am`Mo ? Ë`mgmR>r
bmJUmao eo[S>¨J hm`bm`[Q>¨JMo àH$ma, Ë`mMo \$m`Xo ho gm§JyZ, Ë`m§À`mH$Sy>Z H$ê$Z KoUo \$ma _hÎdmMo Amho. `mMm
Cn`moJ H°$a°ŠQ>a _oH$An, \°$ÊQ>gr _oH$An, n§H$ _oH$An `mgmR>r hmoVmo. a§J^yfoVrb hm gdmªV _hÎdmMm ^mJ Amho.
`mgmR>r XmoZ [Xdg OmVmV. eo[S>¨J hm`bm`[Q>¨JMm Jm^m EH$Xm H$ibm Am{U Ë`mMo àH$ma g_Obo Am{U Vo
EH$Xm hmVmV ~gbo H$s Vmo H$moUË`mhr àH$maMm Moham H$gmhr didy eHo$b, _J `mgmR>r AOyZ EImXm [Xdg
IMu nS>bm Var haH$V ZgVo.
Z§VaMm _hÎdmMm ^mJ åhUOo XmT>r-{_em dJ¡ao. Ë`mgmR>r bmJUmè`m dñVy, Ë`m§Mr {ZJm, Z§Va Ë`m§Mo AmH$ma
Am{U Ë`m H$em bmdm`À`m. åhUOo {MH$Q>dm`À`m. V`ma XmT>r{_em ~mOmamV Am`Ë`m {_iVmV. (`m_wioM
OwO~r _m[hVr Agbobo H$mamJra ~ZMwHo$ H$bmd§V R>aV AmhoV.) nU Ë`m _mnmÀ`m AgVmVM Ago Zmhr. Ho«$n
hoAaÀ`m V`ma H$ê$Z Ë`mda bmdUo Oê$arMo AgVo. H$maUo XmoZ AmhoV. EH$ åhUOo Ë`mbm AmnU nm[hOo Vgm
AmH$ma XoD$ eH$Vmo, didy eH$Vmo. Am{U Xþgao åhUOo Km_m_wio Ë`mVbo XmoZ-Mma Ho$gM JiyZ nS>VmV. V`ma
XmT>r{_em nyU©nUo {ZKyZ `oVmV. a§J^y_rda à`moJmV OmD$Z Ë`m naV ~g{dVm `oV ZmhrV. `m V`ma XmT>r{_em
{MÌnQ>m§gmR>r Cn`moJr AgVmV. ey[Q>¨J Wm§~dyZ naV {MH$Q>dVm `oVmV. AmO KoVboë`m àg§JmMm nwT>rb ^mJ
H$mhr [Xdgm§Zr KoVbm OmVmo. Ë`mV EH$gmaIonUm Agmdm bmJVmo. _J `m doir `m V`ma XmT>r{_em Amdí`H$
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àm. {dÚm{ZYr dZmago D$\©$ àgmX dZmago ho amï´>r` ZmQ>ç
{dÚmb`mMo nX{dH$mYmaH$ AmhoV. Ë`m§Zr nÞmghÿZ A{YH$ ZmQ>H$m§Mo {X½Xe©Z
Ho$bo Amho. `mV _amR>r, qhXr, H$moH$Ur, H$ÞS> Am{U B§J«Or ^mfm§Vrb
ZmQ>H$m§Mm g_mdoe Amho. H$mhr ZmQ>H$m§Mr _amR>r ê$nm§Vaohr Ë`m§Zr Ho$br AmhoV.
{X½Xe©Zmà_mUoM ì`dñWmnZ Am{U àemgZ `mhr joÌmV Ë`m§Zr H$m_ Ho$bo
Amho.
Joë`m Xhm dfmªV Am§Vaamï´>r` H$sVuÀ`m a§J_§S>iter Ë`m§Mm g§nH©$
Am{U ghH$m`© dmT> b o Amho . 2000 gmbr "n¥ Ï dr Am§ V aamï´ > r `
ZmQ>ç_hmoËgdm'Mo ghg§`moOH$ åhUyZ Ë`m§Zr nwÊ`mV H$m_ Ho$bo. Am§Vaamï´>r`
gh`mo O H$ åhUy Z Ë`m§ M m b§ S > Z `o W rb Londan International
Festival of Theatre {bâQ> `m g§ñWoer g§~§Y Ambm. Ë`mMà_mUo
"àmoOoŠQ> \$H$m_m' `m Am§Vaamï´>r` g§ñWoMo Vo ^maVmVrb {H«$E{Q>ìh H$moAm°{S>©ZoQ>a åhUyZ H$m_ nmhVmV.
~mamhÿZ A{YH$ df} Ë`m§Zr ZmQ>ç{ejUmMo H$m_ Mmby R>odbo Amho.
Ë`mgmR>r ^maVmV Am{U ^maVm~mhoa Ë`m§Zr {X½Xe©H$-ì`m»`mVm åhUyZ H$m_
Ho$bo Amho.
gÜ`m Vo nwÊ`mVrb âbo_ ñHy$b Am°\$ na\$m°{_ªJ AmQ>©g²Mo S>rZ åhUyZ
H$m_ ~KVmV.
àñVwV {Z~§YmV Ë`m§Zr Amnë`m gm§ñH¥${VH$ OrdZmVrb H$m|S>r
\w$Q>Ê`mgmR>r H$oboë`m EH$m CnH«$_m_mJMo Ë`m§Mo {dMma Am{U àË`j H$m_
_m§S>bo Amho. "a§JdY©Z' `m ZmdmZo ZmQ>ç_hmoËgdm§Mr _m{bH$m EH$mM
AmR>dS>çmV AZwH«$_mZo Mma Vo nmM Jmdm§_Ü`o Mmbdm`Mr Aer hr H$ënZm
hmoVr. {VMm CJ_, {dH$mg Am{U H$m`©dmhr `m{df`r Ë`m§Zr hr _m§S>Ur Ho$br
Amho. H$moH$U, ImZXoe, npíM_ _hmamï´>, Jmodm Aem {d^mJm§_Ü`o 1999
Vo 2002 `m H$mimV EHy$U 25 _hmoËgdm§_Ü`o gw_mao 170 à`moJ Pmbo.
25 àm`mo{JH$ ZmQ>H$m§Mm Ë`mV g_mdoe hmoVm. EHy$U 75 ZmQ>çg§ñWm Ë`mV
gh^mJr Pmë`m. Ooìhm Y§ÚmÀ`m J{UVmZo àm`mo{JH$ ZmQ>H$ H$aUohr AeŠ`
dmQ>V hmoVo Ë`m H$mimV àm`mo{JH$ ZmQ>H$ gd©Xÿa nmohmoM{dÊ`mgmR>r hm
ñdoÀN>mà`ËZ ñWm{ZH$ àm`moOH$ËdmVyZ eŠ` Pmbm. EH$ gm§ñH¥${VH$ n`m©`mMo
ho àmË`{jH$ hmoVo.
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Marathi Theatre has, over the last century and a half, undergone several changes.
Shri. Vishnudas Bhave, the founder of Marathi theatre, started the movement with his
play, Seeta Swayamvar (1843). This was to be the precursor of Marathi ‘Sangeet Natak’
a unique form in world theatre. It was a case of cultural assertion in response to colonial
oppression. Several companies, actors, music directors and technicians developed during
this period, using the medium for entertainment for spreading a message. After the
advent of cinema, theatre seemed to take a back seat, but the enthusiasm for
experimentation in theatre continued and it has enriched the professional as well as the
amateur theatre to date.
After 1947, the artists were free to express their visions. In Maharashtra, since
1955, the Maharashtra State Competition influenced the theatre enthusiasts in many
ways. One major phenomenon was the rise of several local groups in semi-urban centres
seeking to express themselves through theatre. It was a space for experimenters, enthusiasts
and theatre lovers who could have remained just members of an audience for some
occasional performance. Competitive success meant innovation and effective, high quality
performance. The groups sought new playwrights with new ideas, new stage craft and
acting approaches. As the twenty first century brought with it the three forces of change
–liberalization privatization and globalization (LPG FOR short) yet another cycle of change
in theatrical expression started. The need for change in attitude and expression was keenly
felt as the movement needed to relate to the socio-cultural transitions due to LPG and
more importantly to renew the dialogue within the theatre community. The uneven
development had to be bridged. Ranga Vardhan was a project for opening the channels
for dialogue and interaction between various groups. Ranga Vardhan was an expression
of the drive to do something to get out of the stagnancy and confusion..
In the year 1997, Natya Aradhana, Solapur produced Goshtichya Goshtichi Gosht
(An adaptation of Neil Simon’s play, The Good Doctor ) as part of the Ford Foundation
project executed by Theatre Academy, Pune. Within six months they also produced
Hello… an one-act play of ninety minutes. They tried to seek opportunities for
performances and came across many hurdles, the biggest of them, financial. It is next
to impossible for any amateur organization today, to sustain any production in the
uncertainty of entertainment ventures given the cost of production, travelling expenses,
advertisement and running performance costs being what they are. (They were rising
steeply). If the commercially dominated framework offers no possibility for such
experimental efforts, what is the alternative? One such alternative had already shaped
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in Pune. ‘Sneh Sadan’. It was a quiet informal and intimate space where Christian
scholars came for study. It offered a centrally located, low cost, low technology
performing space. Several groups in Pune started using it. Beginning with an audience
size of a dozen or two, it had graduated to a two hundred strong audience with the
continuity, variety and quality of performances. Why not emulate this example and
multiply the availability of simple performance centres completely on local initiative?
Yes, this could be it. The space started looking like an art centre of the community. Not
exclusively for theatre, but a space for dialogue, exhibitions and of course, all kinds of
performances, discussions, lecture demonstrations and the like, whereby the community
could articulate its expression as well as response to new artistic ideas. .
As recently as a decade ago, in the nineties, amateur theatre enthusiasts could meet
some place, be it a terrace, or somebody’s drawing room or a classroom in a school, or
even a ‘reserved’ corner in a busy restaurant. Things changed rapidly. LPG was in the
driving seat. Everyone started looking for the fast track. The attachment to a ‘dramagroup’ became casual, disposable, secondary rather than a serious commitment. Time
became money. Even for the ‘theatre-persons’ the priority for theatre slid down. This
led to a condescending attitude towards theatre as an enjoyable activity for collegians
- nothing more. Some started ‘using’ their success on stage as a step to the stardom on
the small or the big screen. The period between 60’s to 80’s belonged to the parents of
the present generation. This generation has drifted away from theatre (to say nothing of
the theatre of the experimental sort). Theatre veterans had also disregarded children’s
theatre. There are no young people who are enthusiastic about children’s theatre. A
child of ten, a decade ago never got the habit of theatre going or theatre doing. How
would a young man of twenty turn to theatre today? He seems to shrug it off.
All components of this scenario throw up the concept of a multipurpose art-centre,
popularly known as Kala-Dalan. The situation is more or less the same for the artists in
the field of dance, music or drawing and painting. The Kala-Dalan can help them all.
They can come together, work together and create an opportunity for art lovers to enjoy
the novel and/or the radical expression.
What is the minimum requirement? Primarily, a hall that can house a performing
space (18’ to 20’ * 12’ to 15’) and an audience space to take in hundred plus audience.
A black backdrop, wings, approximately four wooden platforms (6’ * 4’ * 1’), two
wooden blocks (1.5’ *1.5’ *1.5’), six spotlights and three dimmers would be required.
This may not be owned by a single organization. Some economically viable and suitable
arrangement can be worked out. Some one would, of course, take the initiative and
keep the effort going. Local schools or colleges or the co-operative housing societies
may be persuaded to allow the use of their assembly halls or community centres for
this purpose.
Following the first step, there are many steps to follow. The hardware can be
acquired, but the software- the performances and activities have to be generated. For
people to get the habit, a continuous, regular flow of interesting shows and activities
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will have to be planned and executed. Some ideas that are not very frequently put into
practice- e.g. organizing a lecture demonstration and exhibition of the works of a world
class artist along with the video film prepared around his life and work or dramatisation
of stories that can be regarded as landmark works in literature- may be tried out. (by
local interest criteria as well).
In order to keep economic practicability of the effort, prepaid membership plan for
a whole year can be canvassed. It works in two ways: members want to come and see
and hear and enjoy - the organizers have to be on their toes for working out the best
possible plan for the year.
All such ideas look good and attractive on paper. Putting them into practice tends
to be a lot tougher. Difficult? Yes, but worthwhile. Certainly not impossibility. After all
anything worthwhile would always be difficult.
A large majority of amateur theatre groups in Maharashtra have limited their
activities one play per year for the state competition. It gets a single show at the
competition, and if they are good, they go for the final round and have another show.
There is no other forum even for post-production critical considerations. The audiences
for the competition too have dwindled. Nobody seems to notice the tremendous effort.
The organizations are passive helpless witnesses of their own shrinkage. We need a
breakthrough away from stranglehold of the proscenium and technological concepts.
One doesn’t need a hall seating a thousand spectators. One actually needs a smaller
place considering the likely size of the audience and financial involvement. A
performance is much more effective and communicative in the small even intimate
situation as compared with the sense of emptiness when you have your audience of
hundred in a theatre that takes seven or eight hundred spectators.
As thinking along these lines gathered momentum, it was time to do the twentyfifth show of Goshtichya Goshtichi Gosht. An occasion to celebrate! Outside the twin
megametros of Mumbai and Pune, an amateur organization could achieve it within a
year for an experimental play - Natya Aradhana was duly proud. It was decided to
bring out a souvenir ‘Nimitta’ which could start some rethinking regarding the
predicament of our times. The articles contributed by Shri. Kamalakar Nadkarni, Smt.
Manisha Dixit took this perspective and brought some issues into sharp focus. The
publication was part of the formalities of the twenty-fifth show at the hands of Smt.
Deepa Shriram. We sent this issue with a letter explaining the concept of the Art Centre
(Kala Dalan) to about hundred and twenty-five groups all over Maharashtra.
After these letters were sent, we had a meeting at Pune. Shri. Vijay Kulkarni and
Shri. Sunil Gurav from Solapur and Shri. Atul Kulkarni from Mumbai came up with
their own ideas for developing a network of like-minded performing groups. Shri.
Sunil Gurav had , in the mean time, visited Aurangabad. He had met some groups there
and taken a stalk of the situation. It was important to get similar data from other
centres. Every place had its uniqueness. It would not only be wrong, but unjust too, to
try to sketch a common plan for all of them, disregarding or violating some existing
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S>m°. AO` Omoer ho ì`dgm`mZo X§V{M{H$ËgH$ AmhoV. Vo nwÊ`mV
X§V{M{H$Ëgm H$arV AgVmV. Ë`m§Zr d¥Îm{dÚoVrb E_.E. Am{U ZmQ>çg_rjoV
S>m°ŠQ>aoQ> àmá Ho$br Amho.
Vo ñdV§ÌnUo XoemVrb à_wI d¥ÎmnÌm§V Am{U {Z`VH$m{bH$m§V a§J^y_r
Am{U g§ñH¥${V{df`H$ boIZ H$aV AgVmV. Vo ZmQ>ç_hmoËgdm§À`m Am`moOZmV
gh^mJr AgVmV Am{U Ë`m§Zr ñnYm© Am{U _hmoËgdm§_Ü`o narjH$ åhUyZ
^maVmV Am{U ^maVm~mhoahr H$m_ Ho$bobo Amho. nwÊ`mVrb {dÚmnrR>r` ñVamda
ho AÜ`mnZmMohr H$m_ H$aVmV.
AZoH$ emoY{Z~§Y Am{U ì`m»`mZo Ë`m§À`m Aä`mgmMr gmj XoVmV.
Ë`m§Zr AZoH$ ^maVr` ZmQ>H$m§Mr B§J«Or ^mfm§Vao àH$m{eV Ho$br AmhoV.
Vo nwÊ`mV ñWm{`H$ AmhoV.
àñVwV boImV Ë`m§Zr _amR>rVrb àm`mo{JH$ ZmQ>H$m§Mm EH$ AmT>mdm KoVbm
Amho Am{U H$mhr {ZarjUo _m§S>br AmhoV. boImÀ`m àmñVm{dH$mV Ë`m§Zr
_amR>rVrb ZmQ>H$ `m H$bmàH$mamMm CJ_, ^maVr` {dMmamV ZmQ>çH$boMm
g¡ÕmpÝVH$ {dMma Am{U {~«{Q>em§Mr gÎmm Amë`mda {Z_m©U Pmbobo ZmQ>H$ hm
^mJ Amho. `mZ§Va àm`mo{JH$ ZmQ>H$ åhUOo H$m` `m _wÔçmMr g{dñVa MMm©
Ho$br Amho. {Vgam ^mJ àm`mo{JH$ ZmQ>H$mMr _wio emoYÊ`mgmR>r KoVbobm
B{VhmgmMm YmdVm AmT>mdm Amho. {Vgam ^mJ amÁ` ZmQ>çñnYmªÀ`m {Z{_ÎmmZo
gwê$ Pmboë`m Zì`m ZmQ>ç{dMmamMm Amho Am{U Ë`mVyZ A{YH$ J§^ranUo nwT>o
Ambobr àm`mo{JH$ ZmQ>H$mÀ`m MidirMm doY KoVbm Amho. `mZ§Va
ZmQ>çàm§VmVrb EH$m Xþ^§JmMm Ë`m§Zr g{dñVa {dMma Ho$bm Amho Vmo åhUOo
ehar Am{U J«m_rU `mV Agbobr V\$mdV. `m ^mJmV Ë`m§Zr H$moUË`m
g_mOmMo H$moUVo AmñWm{df` nwT>o `oVmV hm H$mhrgm amOH$s` A§JmZo nwT>o
OmD$ eH$Umam _wÔm AmUbm Amho Am{U eodQ>r àm`mo{JH$ a§J^y_rMo AmOMo
ñdê$n gm§{JVbo Amho.
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INTRODUCTION
The Marathi theatre boasts of about 170 years of theatric activity, which has been
a roller-coaster, traversing the length and breadth of a culture, which has molded it
from its inception. Braving many an upheaval from within the fraternity and the ever
changing social, economic, political and cultural environment, it lives to tell a tale,
which is engrossing and mesmerizing, yet provocative enough to make informative
reading. It has marched ahead against all odds or sashayed gracefully in its glory to
catch the international eye, placing it on a threshold of recognition and collective
reference. Amongst the arts, for a Maharashtrian, theatre has become its first love. It
has moved from the elite to the middle class and from the middle class to the masses of
the modern urban society. In the process, it has been acknowledged in the global context
as the boundaries of theatre expanded and greater communication in the theatre fraternity
of the world resulted in mutual recognition. Quoted in the corridors of theatre the
world over, it has undoubtedly carved a niche for itself and today stands tall and
representational of the cultural fabric of Maharashtra.
With the focus of this issue being on the experimental theatre , cutting a slice off
from the main body of theatre and putting it up for discussion, could be confusing
without a frame for reference . Hence while presenting this article, I would request the
readers, to bear with me, as I meander in the larger context of the background of Marathi
theatre, before I zero in on the experimental theatre . Further as India is a vast country,
with numerous regional theatres conglomerating to give form to an Indian theatre
representation (Diaspora), phenomenal work done in this sector across the country.
Hence for the sake of convenience I shall restrict my observations, discussions and
arguments,of the experimental work done only in Marathi theatre. This is rather ironical
as the various stages in Maharashtra itself, have also been witness to a considerable
quantum of work in English, Hindi and Gujarathi theatre, with a smattering in some
other languages too, and some being noteworthy for their tryst with the experimental.
The experimental theatre is not a lame exercise in artistic expression, but an
indigenous drive for cultural assertion, having paved a definite path and identity for
itself. It has been fortunate enough to crisscross with Indian and foreign language
groups and cultures and the historical processes at work in the total national context.
Its contribution is immense and hence cannot be studied in isolation. However being
considered as just another wave brought about by the influx of modernity and its
sensibilities, it fails to receive its due recognition and it’s glory ‘unsung’.
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Theatre has been classically described as ‘Drushya Kavya’ ( Visual Poetry), which
is a composite of various arts, confluencing to form a ‘play’. Yet it distinguishes itself
from the other fine arts, as it demands an audience to perform before. It is the prerogative
of the artiste to carve a performance, inciting the audience to react threefold- taking it
in as a piece of art, encouraging intellectual debate or then as a mere entertainment.
Taking its stands from Bharata’s Natyashastra and the indigenous folk arts, the Marathi
theatre has reopened a rich heritage and cultural history. Folks forms like the Naman,
Khele, Dashaavatar, Lalit, Bhajan, Gondhal, Vasudeo, Tamasha, Puppetry etc were
part of the entertainment scenario, even before the ‘play’ was introduced. In the works
of Marathi saints like Tukaram, Dyaneshwar, Ramdas, there is mention of these folk
forms and the use of the theatrical words like play, acting etc. However there is no
proper evidence of theatre from the 13th to 19th century, though entertainment rendered
from these folk traditions, had been documented. In fact concepts related to the
proscenium theatre e.g. Actors, stage set-up, ticket sale ,were not known then as this
was introduced much later, after the British set base in India. The Marathi theatre has
taken a definitive course from its inception to its present state, with distinctive landmarks
in the pre and post independence era. Many of the regional theatres have their roots
embedded in their respective folk arts, from where they derive their origins and
strengths.Taking the clue from classical Sanskrit Poetics, Marathi Natak emerged from
the folk forms, both religious and secular, as a tool of cultural assertion. Using
entertainment forms for a kind of public awareness campaign or for spreading some
kind of message, was tried through the Bhakti movement as well...Taking.
NOMENCLATURE
Before embarking on this arduous journey of penning the experimental theatre
movement in Maharashtra, I wish to delve on the age-old issue of what exactly we
mean by ‘Experimental’, which is the focus of this issue. Looking at it squarely in the
face, is it something that has arisen out of some experimentation or then is simply an
experiment in itself? But then this becomes problematic. Is breaking away from the
conventional, experimental? Is challenging conventional modes and set practices,
Experimental? Is discovering something new and setting up a different trend,
Experimental? Is trying to ‘look within’ and giving new meaning to the traditional,
experimental? Such and many queries besiege me, even before I take the plunge. So
for all practical purposes and in an attempt to carve a path for myself, I define
‘Experimental’ as a self exploration, uninhibited by rigid norms, giving free space to
try out newer things and interpretations and unhindered and unfettered by expected
responses. A space to dare to try different approaches to issues creatively and try to
create a new work order, though not trying to be overtly self indulgent, trivializing or
sensationalizing. However this experimentation could be intentional or may arise
unintentionally. Hence it becomes pertinent to understand whether this is a result of the
need of the demands of theatre or arisen due to external agencies and influences. Does
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this experiment then have it own identity and what inspirations and inclinations nurture
its existence? While speaking of the experimental theatre, are we referring to the
‘Experiments’ done on theatre or we refer to a theatre which is not a commercial theatre
activity? Such dilemmas invariably crop up, leading to a different plethora for
discussions.
While speaking of experimental theatre, it is commonly believed and often accepted
that the theatre that emerged after 1960, the time when the Modern Marathi theatre
emerged, was in the true sense of the word,’ Experimental theatre’. This date is largely
a matter of the post-Independence Development of Modern sensibility and expression
in the Arts. It distinguishes mere Novelty from search for a breakthrough. It was a
search for a new language, new structures and new devices for expression.
In this article I wish to achieve a two-fold purpose- As we trace the history of
Marathi theatre which will enable us to establish the larger context in which
Experimental theatre is based while simultaneously enlightening the reader on Marathi
theatre, we will come across numerous instances of ‘Experimentations’ done at various
levels in different periods of time and space.
BRIEF HISTORICAL BACKGROUND OF MARATHI THEATRE

A. Professional Organisation.
1. Royal Patronage.
In the initial years Marathi theatre was not only influenced by the Sanskrit, Kannada,
Parsi or English theatre, but many foreign playwrights like Pirandello, Camu, Ionesco,
Albi, Satre, Pinter, Bretch etc saw their works being translated and adapted for the
Marathi stage. Since they did not arise out of the issues pertaining to the local populace,
the audience could not identify with them. However they got with them newer
sensibilities and opened doors to different approaches toward theatre and stage craft.
If we look back at the history of Marathi theatre we will realize that it was
predominated by the musical theatre from its initiation to the 60’S. Though the scripts
were interesting the audience went there primarily to listen to the music and the vocals,
which would go on throughout the night. It was as early as 1676-1855, that much
writing by the rulers of Tanjore- the Bhosle’s, being then called the ‘Tanjori Natak’.
Not only scripts, but productions of plays were also common then. These were not in
Marathi, but in Telegu, Tamil, Sanskrit and Hindi. This was the first time that plays
were written in so many different languages at the same time. Because of the distance
from Maharashtra, this culture and tradition didn’t have a direct bearing here and this
art couldn’t percolate to Maharashtra at that time.
It was the rulers of Sangli- the Patwardhans- themselves connoisseurs of art who
were impressed by the folk art of Yakshagana performed in 1842, in a small hamlet in
Karli in Karnataka and its popularity with the masses. Taking the cue, they chanced
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socially conscious he started helping them with their studies in his spare time. Soon
parents started dropping their children to the’ Good Doctor’s’ house, for their
schoolwork. Realizing that this was becoming a routine and that at times he had a lot of
spare time, he started reading stories to them and introducing them to the vast literature
of which he was an ardent reader. Having a big house and ample space for the kids to
play, he started reading poems and plays to them, while giving them small roles to
enact and opening up a means of communication unknown to them. He was a lover of
theatre and took this opportunity to inculcate in these youngsters, who had grown both
in age and number, to the nuances of this art. This became a regular activity and soon
they were showcasing their performances to the locals while taking part in theatre
competitions, bagging the first prize for years together without fail. This activity has
become a passion of them and some of the kids were even chosen to act in children’s
films where they got awards for their acting, bringing to light this simple yet highly
successful small town activity, which is now run with no fancy fringes attached, and
definitely a cost effective activity.
An hours drive from Pune, is Talegaon Dabhade, an important cultural hub in
Pune, which has been conferred with the Best Experimental Group in 1998 and even
today stands true to this honor. What started as a gathering of friends headed by Dr
Anant Paranjpe, a leading doctor there, to give vent to their artistic inclinations, has
now grown into a mature and highly efficient organization, ‘Kalapini’. Entire families
find place in this movement with children, their parents and seniors, dedicatedly involved
in theatre. Not only theatre but dance, music, poetry, street plays, mime, balbhavan,
literary readings, children’s theatre, kalamandal, interaction with leading artistes,
hasyayog [laughter club] etc find stage here. Their productions have traveled across
India and Abroad, getting back laurels and recognition. They have also created their
own novel scheme to create an audience who faithfully watch their shows. It is probably
one of the few groups in Pune still striving to preserve the tradition of the Marathi
musical theatre by coming up with new productions. The seniors have also been wise
to create a second line of command that is active in keeping the activities alive and
which is growing by the day.
The Theatre Academy one of the prominent theatre groups of Maharashtra, who got
international fame by the staging of their play Ghashiram Kotwal, received a grant of the
Ford Foundation in the 70's. Under this they set up various theatre centers in the Interiors of
Maharashtra, prominent amongst them been the Vasantrao Acherekar Sanskritic Pratisthan,
at the picturesque location of Kankawli in the Konkan belt. This has bloomed beautifully
and is a prominent landmark in the theatre scenario of Maharashtra, being a prestigious
place for any artiste to perform. Apart from holding regular workshops, talks, theatre
competitions, writers workshop, children’s theatre, regular productions, they hold the Nath
Pai theatre competition, have their own library of books, have created a script bank, and
gave financial assistance for a research on the folk arts like Dashavatar, Lalit and Chitrakathi
etc. Regular visits by the who’s who of theatre, musical concerts, art displays and other
such activities are also on their agenda. All this along with having a die-hard audience for
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S>m°. dgwYm ghó~wÕo `m _w§~B©À`m {gÕmW© _hm{dÚmb`mV [h¨XrÀ`m
àmÜ`mnH$ hmoË`m. [h¨Xr ZmQ>H$mÀ`m Am{U a§J^y_rÀ`m Ë`m Aä`mgH$ d
g_rjH$ AmhoV. ñdmV§Í`moÎmaH$mbrZ _w~§ B© H$m [h¨Xr a§J_§M Am{U Am{dîH$ma
g§ñWm Ho$ ZmQ>H$m| _| à`moJerbVm `m XmoZ g§emoYZ àH$ënm§Zm {dÚmnrR>
_§S>imMo AZwXmZ Ë`m§Zm {_imbo hmoVo Va [h¨Xr a§J_§M _| _[hbmAm| H$m
`moJXmZ `m g§emoYZ àH$ënmbm _hmamï´> amÁ` [h¨Xr gm[hË` AH$mX_rMr
\o$bmo{en àmá Pmbr hmoVr.
S>m.° ghó~wÕo `m§Zr {d{dY {dÚmnrR>mV§ rb ZmQ>ç{d^mJm§VZy g§emoYZna
{Z~§YdmMZ Ho$bo Amho Am{U ì`m»`mZo [Xbr AmhoV. A_o[aHo$Vë`m
H$mob§{~`m {dÚmnrR>mÀ`m [h¨Xr {d^mJmV "nmagr {WEQ>a' d "Y_©dra ^maVr
H$m A§Ym`wJ ZmQ>H$' `m {df`mda ì`m»`mZo [Xbr AmhoV.
AZwdmXH$ åhUyZhr S>m°. ghó~wÕo n[a{MV AmhoV. [h¨XrVyZ _amR>r
Am{U _amR>rVyZ [h¨Xr nwñVH$m§Mo AZwdmX Ë`m§Zr Ho$bo AmhoV. Ë`m§Mr EHy$U
Mma AZwdm[XV nwñVHo$ à{gÕ Pmbr AmhoV. H°$ßQ>Z bú_r Am¡a Pm±gr ao{O_|Q>
([h¨Xr AZwdmX), hr _mPr ^y_r, Amdm Am{U {JbrJSw> (_amR>r AZwdmX).
{dO` V|Sw>bH$am§À`m _gmO `m _amR>r ZmQ>H$mMm S>m°. ghó~wÕo `m§Zr
[h¨XrVyZ AZwdmX Ho$bm AgyZ, Ë`mMo AmOda e§^a à`moJ Ho$bo Jobo AmhoV.
_w§~B©À`m "àVrH$ AmQ>²>©g {WEQ>a' `m g§ñWoÀ`m gZ 2000 nmgyZ Ë`m
AÜ`j AmhoV. H°$ßQ>Z bú_r Am¡a Pm±°gr ao{O_|Q> `m [h¨Xr AZwdmXmbm
"H|$Ðr` [hÝXr {ZXoemb`, [X„r'À`m EH$ bmI én`m§À`m nwañH$mamZo gÝ_m{ZV
H$aÊ`mV Ambo Amho.
Experimental Hindi Drama and Theatre
- by Dr. Vasudha Sahastrabudhe



àm`mo{JH$ qhXr
ZmQ>H$ Am{U
a§J^y_r
S>m°. dgwYm ghó~wÕo

Hindi is the national language of India. Several
dramatic works from other Indian languages are translated
and performed on Hindi stage, thereby reaching out to
wider audiences.
After 1947, the pain of partition of our country found
a deep expression of the total heritage of moral thought
of the ancient culture, and the realization of futility of
war & violence in Dharmavir Bharati’s Andha Yug . The
play was broadcast first by All India Radio & produced
later by two major directors, Pt.Satyadeo Dubey and the
first Director of the National School of Drama, Ibrahim
Alkazi. The play has been staged in many languages and
styles. The play has a stylized sanskritized language,

demands command over speech, movement and singing, and evokes a thoughtful mood
mixed in the pathos of the situation. Hindi plays are staged in Mumbai regularly by
some artists. Young writers present their work at festivals,veterans participate on a
regular basis. In centres like Kolkatta and Gorakhpur, Hindi theatre is vibrant and
meaningful. Lucknow, Jaipur and other urban centres in the Hindi speaking belt get to
see the touring professional companies’ productions dealing with contemporary themes.
Mumbai has a good support system. Prithvi theatre, Yatri Theatre company and
Arpan group carry on regular work and shows. The plays respond to urban social reality
in creative ways. A kind of intolerant censorship is a phenomenon that encroaches
upon free expression. The menaces of terrorism and separatism in our country have
also found expression on Hindi stage in Mumbai. The shows have toured internationally.
In Gorakhpur, the relationship between literature and theatre has been explored in
various ways and forms by Dr. Girish Rastogi. The socio-political context is strongly
reflected in both. The experiments with styles and scripting are remarkable.
In Kolkata, Hindi is not as strong as Bengali theatre with its rich tradition. Still,
Usha Ganguli, an artist –activist is consistently creating plays with social import and
feminist perspective. These productions have toured internationally. A radical protest
and a call for change in many aspects of contemporary living have been portrayed in
the work of the group under her leadership.
There are many writers searching the relationship with history and its phases.
Perspectives on Indian reality of the post-Independence era are full of satire, protest
and assertion of the right to Expression. The role and the mission of an artist has been
reaffirmed in plays and theatre movements.

ZmQ>H$ EH$ à`moJj_ H$bm Amho. Va a§J_§M {Za§Va emoYà[H«$`m Amho. ZmQ>H$m_Ü`o Zoh_rM Ame` Am{U
A{^ì`º$sÀ`m ñVamda {d{dY à`moJ Ho$bo OmVmV. Ame` OodT>m gKZ A{^ì`º$s hr VodT>rM CËH$Q> ìhm`bm
hdr. Ë`mgmR>r eãX, a§J, aofm, àH$me, Z¥Ë`, g§JrV, A{^Z` Aem {d{dY n¡by§_YyZ àojH$m§er gmYbobm g§dmX
Oa ghO Am{U g§àofUr` Agob Va Ame`hr AJXr ghO Am{U CËH$Q>nUo nmohmoMVmo. Ë`m_Ü`o boIH$mMo
a§JH$m¡eë` AgVoM; na§Vw Ë`mM~amo~a {ZX}eH$ Am{U Ë`mMr g§H$ënZm g_OyZ KoUmam A{^ZoVm XmoKohr à{V^mdmZ
AgVrb Va Vmo à`moJ gdm©Wm©Zo `eñdr hmoVmo.
A{^ì`º$sÀ`m na§namJV-Ame`, {df`, e¡br, ^mfm, {~å~, àVrH$ `m_Ü`o ~XbË`m n[adoe, g§X^©
Am{U n[apñWVrZwgma Ho$bo OmUmao ~Xb åhUOo à`moJ. Á`m_Ü`o dV©_mZH$mbmer {ZJ[S>V {dMma, ZrVr-AZrVrÀ`m
H$ënZm, OrdZe¡br, ZmË`m§_Yrb noM, {dñ_¥VrV Jobobr [H¨$dm Xþb©{jV Pmbobr Eo{Vhm{gH$-nm¡am{UH$ gË`
AWdm ì`º$s doJù`m ^mfme¡brVyZ-àVrH$mË_H$ e¡brVyZ ì`º$ H$aÊ`mMm à`ËZ Ho$bm OmVmo. Ë`mgmR>r _Zwî`mer
WoQ> g§dmX gmYÊ`mMo, {dMma ì`º$ H$aÊ`mMo d H$am`bm bmdÊ`mMo à^mdr gmYZ åhUOo ZmQ>H$.
[h¨Xr a§J_§Mmda Zoh_r {d{dY à`moJ ~Km`bm {_iVmV. [h¨Xr amï´>^mfm Agë`m_wio H$moUË`mhr AÝ` ^mfoVrb
ZmQ>çà`moJ [hÝXr ^mfoÀ`m _mÜ`_m§VyZ {d{dY ^mfH$ bmoH$m§n`ªV ghO nmohmoM{dVm `oVmV. Ë`m_wio {d{dY
ZmQ>çe¡brMo gmW©H$ à`moJ AZw^dm`bm {_iVmV. [hÝXr ^mfoVrb boIZ, [X½Xe©Z Am{U A{^Z`mÀ`m ñVamda
gmVË`mZo à`moJ Mmby AgVmV. S>m°. Y_©dra ^maVr [h¨Xr ^mfoVrb loð> gm[hpË`H$ AmhoV. Ë`m§À`m JwZmhm| H$m
& 146 & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç {deofm§H$ &

XodVm Am{U gyaO H$m gm±Vdm Kmo‹S>m `m H$mX§~è`m à{gÕ AmhoV. loð> {\$ë_ [X½Xe©H$ í`m_ ~oZoJb `m§Zr gyaO H$m
gm±Vdm Kmo‹S>m H$mX§~arda {\$ë_ ~Z{dbr hmoVr. VgoM amYmH¥$îUmda {b[hboë`m H$Zw{à`m `m XrK© H$mì`mMo
a§J_§Mmda Z¥Ë`ZmQ>ç e¡brV à`moJ Pmbo. Ë`m§Mo A§Ym `wJ ho boIZ, Ame`, ^mfm, e¡br Aem AZoH$ ñVamda
Aà{V_ àm`mo{JH$ ZmQ>H$ Amho.
^maV ñdV§Ì Pmbm; na§Vw Ë`mbm \$miUrMo Jmb~moQ> bmJbo. Ë`mZ§Va ^`§H$a X§Jbr, Ominmoi, hË`m,
aº$nmV `m§Zr gJio dmVmdaU T>diyZ {ZKmbo. `m gJù`mMo nS>gmX Y_©dra ^maVtZm H$m¡ad-nm§S>dm§À`m `wÕm_Ü`o
OmUdbo AgmdoV Am{U `wÕmVrb {ZaW©H$Vm ì`º$ H$aUmao EH$ loð> ZmQ>H$ {b[hbo Jobo.
gZ 1954 _Ü`o ao[S>AmogmR>r {b[hbobo ho ZmQ>H$ _hm^maVmVrb Hw$éjoÌmda Pmboë`m _hm`wÕmVrb 18 ì`m
[XdgmÀ`m KQ>Zm§da AmYm[aV Amho. `m ZmQ>H$mV `wÕ Am{U [h¨goÀ`m {damoYmV A[h¨gm Am{U em§VVoMm {dMma
_m§S>bm Amho. Omo AmOhr gmW©H$ Amho.
gZ 1962 _Ü`o n§. gË`Xod Xþ~o `m§À`m [X½Xe©ZmV Vo n[hë`m§Xm Ioibo Jobo. Ë`mZ§Va 1963 _Ü`o amï´>r`
ZmQ>ç {dÚmb`mMo AÜ`j loð> [X½Xe©H$ B~«m[h_ AëH$mOr `m§À`m [X½Xe©ZmV {\$amoOehm H$moQ>bm _¡XmZmÀ`m ^ì`
àm§JUmV A{Ve` [X_mIXma à`moJ Pmbm. Ë`mZ§Va Vo à{gÕ Pmbo. Jobr 50 df} doJdoJio [X½Xe©H$ ho ZmQ>H$
H$arV AmhoV. 2002 _Ü`o {MÌnQ> A{^ZoVm {Z_©b nm§S>oZo `m ZmQ>H$mMo M§XrJS>, dmamUgr Am{U Z§Va `wamon_Ü`ohr
à`moJ Ho$bo.
Ë`mZ§Va 2011 _Ü`o AëH$mOtMo {eî` àm`mo{JH$ ZmQ>H$m§Mo loð> [X½Xe©H$ ^mZw^maVr `m§À`m [X½Xe©ZmV
{\$amoOehm H$moQ>bm _¡XmZmV nwÝhm ho ZmQ>H$ Zì`mZo gwê$ Pmbo. `m_Ü`o Y¥Vamï´>mÀ`m ^y{_Ho$V loð> boIH$, g_rjH$,
[X½Xe©H$, A{^ZoVm _mohZ _hfu, Jm§YmarÀ`m ^y{_Ho$V loð> A{^ZoÌr CÎmam ~mdH$a Am{U H¥$îUmÀ`m {ZdoXZmMm
ñda A{^ZoVm Amo_ nwar `m§Mm Amho.
`m H$mì` ZmQ>H$mV g_yhJmZmÛmao H$Wm nwT>o gaH$Vo. {d{dY KQ>Zm§Mo C„oI ñnï> hmoVmV. VgoM XmoZ àhar
OZVoMr _Vo ì`º$ H$aVmV. gwédmVrbmM g_yh Jm`H$ `wÕmVrb {ZaW©H$Vm ì`º$ H$aVmZm åhUVmVXmoZmo njm| H$mo ImoZm hr ImoZm h¡
A§Ym| go emo{YV Wm `wJ H$m qghmgZ
XmoZmo hr njm| _| {ddoH$ hmam
XmoZmo hr njm| _| OrVm A§YmnZ
^` H$m A§YmnZ, _Z H$m A§YmnZ, A{YH$mam| H$m A§YmnZ
Omo Hw$N> gw§Xa, ew^ Wm, H$mo_bV_ Wm dh hma J`m
Ûmna `wJ ~rV J`m
Aem VèhoZo {dO`r Am{U namO`r XmoKm§Mohr Iyn ZwH$gmZ Pmbo. Y¥Vamï´>, Jm§Ymar, {dXþa, AídËWm_m,
`w`wËgw àË`oH$ nmÌmMm g§X^© lrH¥$îUmer {ZJ[S>V Amho. na§Vw g§nyU© ZmQ>H$mV a§J_§Mmda àË`jnUo lrH¥$îU H$YrM
`oV Zmhr. Varhr g§nyU© dmVmdaU Ë`mÀ`m ApñVËdmZo ^mabobo AgVo. H$Yr ~mgarMo gya, H$Yr _moanrg Va H$Yr
{ZdoXZmVyZ H¥$îUmMo ApñVËd OmUdV AgVo.
{Z:eó ÐmoUmMm`mªMr ä`mS> hË`m H$nQ>mZo Ho$br OmVo Am{U AídËWm_m gyS>mÀ`m ^mdZoZo noQ>yZ CR>Vmo. `w`Ëw gwÀ`m
_ZmVrb gË`-AgË`mMo Û§Û Am{U Jm§YmarZo Ë`mMr Ho$bobr {Z^©ËgZm Iyn doXZm_` Amho. {dXþamMr lrH¥$îUmdarb
{Zð>m, {dídmg Am{U g§O`mMr gË`mdarb AT>i {Zð>m Am{U [Xì`Ñï>r XmoÝhr Ë`mÀ`m ì`WoMr H$maUo AmhoV. H$maU
EH$ EH$ H$ê$Z Pmbobm gd© H$m¡adm§Mm _¥Ë`y, g§nUy © _hm`wÕmMo dU©Z Am{U eodQ>r Xþ`m}YZmMm _¥Ë`y `m gJù`mMo dU©Z
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H$aVmZm Ë`mbm ^`§H$a doXZm hmoVmV. gd© nwÌm§À`m _¥Ë`y_i
w o Jm§Ymar g§dXo ZmhrZ Pmbr Amho. hm nam^d {Vbm ghZ
hmoV Zmhr. na§Vw Á`m doir g§O` {Vbm gm§JVmo H$s AídËWmå`mZo nm§S>dm§À`m {e{~amV OmD$Z ^`§H$a g§hma Ho$bm Voìhm
Vr Ë`mMr àe§gm H$aVo. na§Vw Xþ`m}YZmÀ`m _¥Ë`y_i
w o {MS>bb
o r Jm§Ymar H¥$îUmbm emn XoV.o Vr åhUVo, VwPr BÀN>m AgVr
Va Vy `wÕ Wm§~dy eH$bm AgVmg. ^r_mÀ`m AnamYmbm {ejm [Xbr Zmhrg; na§Vw AídËWmå`mbm _mÌ doXZm
[Xbrg. Vy VwÂ`m à^wVM
o m Cn`moJ Ho$bmg. Vy à^y Agerb [H¨$dm namËna, na§Vw VwPo d§eO AgmM H$bh H$ê$Z
EH$_oH$m§Mm Zme H$aVrb. Vy à^y Amhog; na§Vw VwPm _¥Ë`y neygmaIm hmoBb
© .
`mda H¥$îU åhUVmo, "_r à^y AgoZ [H¨$dm namËna nU VwPm nwÌ Amho. `m `wÕmVrb nmn-nwÊ`mMo dhZ _rM
H$aVmo Amho. åhUyZM Joë`m 18 [Xdgm§V H$amoS>mo doim _bm _aU Ambo. AídËWmå`mÀ`m doXZoMo dhZhr _rM
H$aVmo. _rM OrdZ Amho Va _¥Ë`yhr _rM AgoZ. VwPm emn _r ñdrH$ma H$aVmo.'
`m_YyZ lrH¥$îUmMo g§`_r Am{U g§doXZerb ì`{º$Ëd gmH$ma hmoVo. na§Vw naV naV à^yMr AWm©V _yë`m§Mr,
em§VrMr, A[h¨goMr hË`m hmoVo Am{U àH$memA^mdr A§YmamMo amÁ` gwê$ hmoVo Am{U Ë`mÀ`mer g§Kf© H$aÊ`mgmR>r
AmñWoMr JaO Amho. eãX{MÌ {Z_m©U H$aUmar, g§doXZmerb, g§ñH¥$V{Zð> H$mì`_` ^mfm `m ZmQ>H$mMo ~bñWmZ
Amho. [X½Xe©H$, A{^ZoVm, Jm`H$ gdmªZmM g¥OZmMm AmZ§X XoUmao ho EH$ Ame`J^© ZmQ>H$ Amho.
_w§~B©_Yrb "n¥Ïdr {WEQ>a', "gmo{\$`m H$m°boO', "^maVr` {dÚm^d', "a§JemaXm', "ZJ_m {WEQ>a' BË`mXr
[R>H$mUr AZoH$ g§ñWm {Z`{_VnUo [h¨Xr ZmQ>H$ H$arV AgVmV. Va "H$mbm Kmo‹S>m \o$pñQ>db'_Ü`o ZdrZ, VéU
boIH$, [X½Xe©H$ Amnbr à{V^m gmXa H$aVmV. gm[hpË`H$ _yë` Am{U _§Mr` _yë`mÀ`m Ñï>rZo gd© à`moJ
àe§gZr` AgVmV. _w§~B©_Ü`o [XZoe R>mHy$a, Amo_ H$Q>mao, gwZrb emZ~mJ, _H$a§X Xoenm§S>o, Zm[Xam Ohra ~ã~a,
{Ìebm nQ>ob B. _§S>ir gmVË`mZo H$m`©aV AmhoV. H$mobH$mË`m_Ü`o H$m`©aV Cfm Jm§Jwbr `m§Mo _m¡{bH$ à`moJ d
a§J_§Mmdarb Ë`m§Mr {Zð>m d g_n©U loð> Amho. JmoaInyagma»`m bhmZ JmdmV Jobr Mmirg df} boIZ, [X½Xe©Z,
A{^Z`, à{ejU B. AZoH$ ñVamda H$m_ H$aUmè`m àmo. S>m°. {dZmoX añVmoJr `m§Mo H$m`© [h¨Xr ZmQ>H$ g_¥Õ H$aUmao
Amho. S>m°. Za|Ð _mohZ [h¨Xr ^mfoVrb loð> ZmQ>H$H$ma AmhoV. Ë`m§À`m ZmQ>H$mV gm[hË` Am{U _§Mr`Vm `m XmoÝhtMm
`mo½` _oi AgVmo. g§V VwH$mam_, {_. {OÞm Am{U _{bH$ A§~a `m§gma»`m ì`º$s¨da g§emoYZ H$ê$Z Ë`m§Zr ZmQ>Ho$
{b[hbr. S>m°. Hw$gw_ Hw$_ma gm_m{OH$ g_ñ`m ì`§JnyU© e¡br_Ü`o {b[hUmè`m [X„rÀ`m à{gÕ bo{IH$m AmhoV.
gwZmo eo\$mbr, [X„r D±$Mm gwZVr h¡, amdUbrbm hr Ë`m§Mr {deof à{gÕ ZmQ>Ho$ AmhoV. [X„r, bIZm¡, O`nya,
H$mZnya Am{U _w§~B©_Ü`o hr ZmQ>Ho$ gmXa hmoVmV.
_w§~B©_Ü`o gZ 1979 _Ü`o Amo_ H$Q>mao `m§Zr "`mÌr {WEQ>a'Mr ñWmnZm Ho$br. n¥Ïdr {WEQ>aÀ`m {Z_m©Ë`m
Oo{Z\$a H$nya Am{U {WEQ>aMo _°ZoOa Ya_gr _MªQ>Zr Amo_bm àmoËgm[hV Ho$bo. Amo_ H$Q>ma|Zr {\$ë_mb` AH$mX_r
_w§~B©_YyZ à{ejU KoVbo. àojH$m§Zm Ë`m§Zr AW©nyU© d _Zmoa§OH$ ZmQ>Ho$ XmI{dbr AmhoV. S>m°. Hw$gw_Hw$_ma `m§À`m
[X„r D±$Mm gwZVr h¡ _Ü`o bmb{\$VemhrMo H«y$a dmñVd ~Km`bm {_iVo. Jobr 15-20 df} Amo_ ho ZmQ>H$ H$arV
AmhoV. Ë`mM~amo~a AmVm Ë`mM bo{IHo$Mo amdUrbrbm ho ZmQ>H$ H$arV AmhoV. Zmdm_wioM Agob na§Vw `m
ZmQ>H$mda {d{eï> amOZ¡{VH$ njm§H$Sy>Z ~§Xr KmVbr Jobr, ho ZmQ>H$ goÝgm°a Pmbobo AgyZhr.
`m ZmQ>H$mV JmdmVrb hm¡er ZmQ>çào_r _§S>ir nma§n[aH$ am_brboMm à`moJ H$arV AgVmV. Ë`m_wio Ë`m_Ü`o
JS>~S>, Jm|Yi, {dZmoX Mmby AgVmV. amdUmMr ^y{_H$m H$aUmam H$Vm©aqgJ hm ZQ> OmñV n¡go Z {_imë`mg _r
_aUma Zmhr, Ago Kmo{fV H$aVmo. {~Mmam g§`moOH$ eodQ> ~Xbë`m_wio àojH$m§Mr _m\$s _mJVmo. na§Vw bmoH$ Q>mo_°Q>mo
\o$H$VmV. am_brboMo nmíd©g§JrV MmbyM AgVo Am{U eodQ>r Iè`m amdUrbrbo Mo ZmQ>H$ g§nVo. ho ZmQ>H$
{MÌH$bm, g§JrV Am{U b`~Õ H${dVo_Ü`o {b[hbo Amho. ãb°H$ H$m°_oS>r AgyZhr àojH$m§Zm hg{dVm hg{dVm
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àm. S>r. Eg. Mm¡Jbo ho H$Zm©Q>H$ amÁ`mVrb ~oiJmd `oWrb ^mD$amd
H$mH$VH$a _hm{dÚmb`mV H$ÞS> ^mfoMo àmÜ`mnH$ AmhoV.
ZmQ>H$H$ma, H$WmH$ma, {MÌH$ma, H$bmg_rjH$ Am{U AZwdmXH$ åhUyZ
lr. Mm¡Jbo n[a{MV AmhoV.
àm. Mm¡Jbo øm§Mr {Xem§Va, H$ñVwa~m, Am gH©$bëbw Am{U CMë`m hr
ZmQ>Ho$ à{gÕ Pmbr AmhoV. Va dmagm, AmoS>b C[a` hmoÎmw Am{U Mm¡Jbo
H$WmJiw ho H$Wmg§J«h à{gÕ Pmbo AmhoV.
Jm§Yr {déÕ Jm§Yr (àm. A{OV Xidr), Jm§Yr Am§~oS>H$a (ào_mZ§X
JÁdr), {H$ad§V (ào_mZ§X JÁdr), noBJ§ JoñQ> (A{^am_ ^S>H$_H$a), gmdë`m
(O`d§V Xidr), `m _amR>r ZmQ>H$m§Mo AZwdmX àm. Mm¡Jbo øm§Zr H$ÞS> ^mfoV
à{gÕ Ho$bo AmhoV.
àm. Mm¡Jbo øm§Mr ~ÊU ~`by (H$bm g_rjm), ~ÊU ZÞ H$ÊUmoiJo
({MÌH$bm g_rjm), Voao g[aX _obo (a§J^y_r g§X^m©Vrb ì`mg§Jr {bImU),
AmXr nwñVHo$hr àH$m{eV Pmbr AmhoV.
H$Zm©Q>H$ gm{hË` AH$mX_rMm ZmQ>çboIZmgmR>r {Xbm OmUmam nwañH$ma,
H$Zm©Q>H$ AZwdmX gm{hË` AH$mX_rMm Jm¡ad nwañH$ma, YmadmS>À`m "H$Zm©Q>H$
{dÚmdY©H$ g§KmÀ`m dVrZo {Xbm OmUmam "AmZ§XH§$X' nwañH$ma d _w§~B© _amR>r
H$Zm©Q>H$ g§KmÀ`m dVrZo {Xbm OmUmam "daXamO AmÚ' nwañH$ma AmXr
nwañH$mam§Zr àm. Mm¡Jbo øm§Zm gÝ_m{ZV Ho$bo Jobo Amho.
Kannad Theatre : Some Observationas
- by Prof. D. S. Chougale



H$ÞS> a§J^y_r :
H$mhr {dMma
àm. S>r. Eg. Mm¡Jbo
~oiJmd

All over the world, theatre is observed to have roots
in ritual practices of different religious groups. Kannada
Theatre is no exception. ‘Baylata’ is the original form of
kannada theatre. There were several folk forms involving
song, dance and dialogue. During the middle ages, the
politics of the princely states led to development of forms
of entertainment. Kannada and Marathi being neighbours,
there are several areas of mutual influences in the style
and forms of performance.
During the colonial period, the western and Parsi
influences were strong, yet the roots in Sanskrit and folk
forms were not abandoned. Professional companies
emerged and many actors and producers moved to secular
theatre, theatre as more social and political rather than
assertion of the religious faith.

With development of western educated urban audience, the taste changed and
Kannada Amateur theatre came up with T.P.Kailas and Shrirang as the leaders. The
influence of post –World war II devastation – physical as well as psychological brought
a new broken view of the world that brought forth Absurdity as a form of expression.
This trend came to Kannada and Marathi alike, but it sustained better in Marathi than
in Kannada.
Modern Kannada playwriting is very rich in its modern sensibility and thematic
concerns. The plays of writers like Girish Karnad, Chandrashekhar Kambar, and others
like P.Lankesh, Kurtakoti and G.B.Joshi brought on stage the new thoughtfulness, protest
and satire in relation to Indian reality.
Children’s theatre is a special feature of Kannada Theatre. Another extraordinary
area is the theatre of the Prison. B.V.Karanth was the inspiration behind it. Overall,
Kannada theatre has found a real connection with the folk traditions, but has not turned
to realism as in Marathi.

OmJ{VH$ a§J^y_rMm B{Vhmg nm[hbm Va Amnë`m Ago bjmV `oVo H$s, gJirH$S>o ngaV Agbobm àdmh
åhUOo _mZdr àd¥Îmr. J«rH$, B§p½be, \«|$M, O_©Z, MrZ Am{U OnmZ `m Xoem§À`m ZmQ>çH$bo_mJMr àoaUm åhUOo
em¡`m©Mr CnmgZm H$aÊ`mMr àd¥Îmr. {¼ñVm§Mo AmMaU, Ym{_©H$ àoaUm, bmoH$_mZgmMo _yi, Ym{_©H$ AmMaU
Am{U ~m¡Õm§À`m H$Wm. `m gJù`m§À`m AmYmamZoM a§J^y_rMm {dH$mg Pmbm. H$mhr {dÛmZm§Mo åhUUo Ago Amho,
H$s ^maVmMo Y_©J«§W Oo F$½doX, Ë`mVM Amnë`mbm g§dmX nmhm`bm {_iVmV Am{U {VWoM a§J^y_rMr gwá~rOo
Amnë`mbm [XgVmV. ho gJio Iao Agbo Var a§JH$boÀ`m, ZmQ>çH$boÀ`m A{^ì`º$sV gmå`ñWio [XgyZ `oVmV.
H$boMm Am{dîH$ma H$aÊ`mÀ`m _mZ{gH$VoV EH$ê$nVm [XgyZ `oVo. nU à`moJmÀ`m Ñï>rZo Ë`mV d¡{dÜ` AmT>iyZ
`oVo. dó{dÝ`mg, _wIdQ>o, H$ënZm, JrVZ¥Ë` Am{U nwamU-_hmH$mì`mVrb Ame`m§Zm AZwê$n gmXarH$aU `m
Jmoï>r gJirH$S>oM hmoË`m. _Obo ~m§YyZ ZmQ>H$ gmXa H$aÊ`mMr ì`dñWm Va g~§Y OJmV hmoVr.
àmMrZ H$ÞS> a§J^y_rgwÕm bmoH$_mZgmVyZ OÝ_br Am{U {VMm {dH$mg Pmbm. "~`bmQ>' `m H$bmàH$mambm
Ym{_©H$ A§J hmoVo. X¡dr CnmgZoMr JmUr, Z¥Ë` Am{U g§dmX `m§Mm `mV g_mdoe hmoV Ago. "Jm|Yù`m§Mo _oio',
"S>moùiy Hw${UV' (S>moùi `m dmÚmÀ`m Vmbmda Ho$bm OmUmam Z¥Ë`m{dîH$ma) "H$amS>o _Ob', "Mm¡S>H$s _oio',
"Z§XrH$mobw', "^yVZ¥Ë`o', "gwJrMr JmUr Am{U ZmM' VgoM "H§$gmio' `m gJù`m H$bmàH$mam§_Ü`o a§J^y_rMr
bjUo XS>bobr hmoVr. "nJaU' (àH$aU) hm eãX a§J^y_rMr _m[hVr XoUmam n[hbm H$bmàH$ma hmo`. Zdì`m
eVH$mÀ`m AmYrnmgyZÀ`m {ebmboIm§_YyZ Amnë`mbm ZQ>, ZmQ>çemim Am{U ZmQ>Ho$ `m§Mo C„oI AmT>iVmV.
~mamì`m eVH$mV [H¨$dm Ë`mhrnyduÀ`m {ebmboIm§V "`jJmZ' Am{U "~`bmQ>' `m H$bmàH$mam§Mo C„oI AmT>iVmV.
Xodmb`m§_Yë`m a§J^moJmgmR>r åhUyZ Q>mi Am{U _¥X§Jm§Mm dmna hmoV Agë`mMo 16 ì`m eVH$mÀ`m {ebmboImV
AmT>iyZ `oVo. "`jJmZm'Mo JrVê$n åhUOoM "~`bmQ'> Ago åhQ>bo OmVo. "XmoÈ>mQ'>, "gÊUmQ>' ho H$bmàH$magwÕm
_moH$ù`m OmJoV gmXa Ho$bo OmVmV. _amR>r kmZoídarVbm "gm|J' hm eãX H$ÞS>_Ü`o "gmoJ' hmoD$Z Ambm Amho.
H$ÞS> Am{U _amR>r ZmQ>çH$boV Iyn gmå`ñWio AmhoV. _amR>rVbr Jm¡iU åhUOo H$ÞS>_Ybo "H¥$îUnm[aOmV'.
"gÊUmQ'>_Ü`o VrM Jmoë„{V (Xhr, Vyn {dH$Umar) åhUyZ Ambr. amYmZ¥Ë` Am{U V_mem `m H$bmàH$mam§_Ybr
XodmUKodmUhr bjUr` dmQ>Vo. H$ÞS>_Ü`o e¡d Va _amR>rV d¡îUd g§àXm`mVrb AmMma{dMmam§Zr a§J^y_rbm àoaUm
[Xë`m. ZmQ>çH$boMm Am{dîH$ma Am{U àgma `mV Z§VaÀ`m H$mimV AmÜ`mpË_H$ ~¡R>H$hr S>mHo $mdy bmJbr. amOgÎmm,
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na§nam Am{U `wÕ{dam_ `m H$mimV _Zmoa§OZmgmR>r e¥§Jm[aH$VoMm dmna Pmbm. "XmgamQ>'nmgyZ V_memn`ªV `mMm
{dñVma [XgyZ `oVmo.
CÎma H$Zm©Q>H$mV a§J^y_rMm OÝ_ Am{U {dH$mg hmoÊ`mgmR>r _amR>r g§JrV ZmQ>H$m§Mm \$ma _moR>m hmV^ma
bmJbm. [H$bm}ñH$am§À`mda H$ÞS>_Yë`m "lrH¥$îU nm[aOmV' Am{U Ë`mVbr JmUr `m§Mm à^md nS>bm. Ë`m
H$mimV eoŠg{nAaÀ`m ZmQ>çnÕVrMm, Adb§~ Ho$bm OmV Agbm Var Ë`mVbo _yi gÎd ewÕ XoerM hmoVo.
H$Zm©Q>H$ g§JrV Am{U [h¨XþñWmZr g§JrVmÀ`m {_lUmZo ZQ>bobr Ë`m H$mimVbr g§JrV ZmQ>Ho$ CÎma H$Zm©Q>H$mnmgyZ Vo
åh¡gyan`ªV gmXa Ho$br OmV hmoVr. JXJÀ`m em§VH$dtZr `m ZmQ>H$m§nmgyZ àoaUm KoVbr. H$ÞS>darb A{^_mZm_wio
Ë`m§Zr CfmhaU ZmQ>H$ {bhÿZ Ë`mMm à`moJ Ho$bm Am{U H$ÞS>_Yë`m hm¡er a§J^y_rMr nm`m^aUr Ho$br. \$mgu
a§J^y_rMm n[aUm_ H$ÞS> a§J^y_rda Pmbm. _amR>r Am{U \$mgu a§J^y_rMm n[aUm_ H$ÞS> a§J^y_rda Pbm Agbm
Var H$ÞS> a§J^y_rZo Amnbo XoernU gmoS>bo ZìhVo. Ë`m_wio H$ÞS>_Ü`o (H§$nZr ZmQ>H$) ì`mdgm{`H$ ZmQ>H$m§À`m
Zì`m eŠ`Vm OmUyd bmJë`m. ZdZdrZ à`moJ hmoD$ bmJbo. [H$bm}ñH$am§Mr g§JrV ZmQ>H$ na§nam g_¥Õ hmoD$
bmJbr. Xodb, Im[S>bH$a, H$moëhQ>H$a, JS>H$ar Am{U ~mbJ§Yd© `m§À`m_m\©$V _amR>r a§J^y_rZo CÎma H$Zm©Q>H$mda
Amnbr nH$S> KÅ> ~g{dbr. H$ÞS>_Ü`o daXmMm`©, Jwã~r draÊUm, {ed_y{V©ñdm_r, H$U~aJr_R>, JéS> gXm{ed,
amKdmMm`©, gwã~æ`m Zm`Sy> `m§gma»`m§À`m ZmQ>H$ H§$nÝ`m Amnbr na§nam nwT>o MmbdrV hmoË`m.
H$ÞS> Am{U _amR>rV H$m{bXmgmMo emHw§$Vb ê$nm§V[aV Pmbo. H$ÞS>_Ü`o Vwa_war eofam` `m§Zr emHw§$Vb
{b[hbo. _amR>r_Ü`o [H$bm}ñH$am§Zr emHw§$Vb {b[hbo. XmoKohr _yi g§[hVoer àm_m{UH$ am[hbo. nU EH$_oH$m§À`m
à^mdmnmgyZ Xÿa am[hbo. g§JrV g§[hVogmR>r Vwa_watZr Xmgm§Mr H$ÞS> nXo Am{U H¥$îU nm[aOmVH$mVbr nXo dmnabr.
Va [H$bm}ñH$a `m§Zr H$ÞS> "H¥$îUnm[aOmV'_Yrb H$ÞS> e¡brÀ`m Mmbr Am{U nXm§À`m WoQ> AZwdmX à^mdmMr ê$no
dmnabr AmhoV.
H$ÞS> ì`mdgm{`H$ a§J^y_rdarb Vm§{ÌH$Vm Am{U doe^yfm `mda nm{ü_mË`m§Mm à^md nS>bm. nU aMZm
Am{U ñ\y$Vu hr _yiMr XoerM Amho. OmZnX Am{U g§ñH¥$V na§naoMm YmJm {VZo H$YrM gmoS>bm Zmhr. CÎma
H$Zm©Q>H$mVë`m {eahÅ>r H§$nZrZo Vrg df} H$ÞS> a§J^y_rÀ`m {dH$mgmMo H$m`© Ho$bo. ZmQ>çg§JrVmbm àmYmÝ` XoUo ho
`m H§$nZrMo d¡{eîQ>ç hmoVo. dm_Zam` `m§Zr {ejH$s noem gmoS>bm. g§ñWm C^r Ho$br Am{U ñdV: ZQ> åhUyZ ^anya
à{gÕr {_i{dbr. _amR>r ZmQ>H$m§Mo AZwdmX H$ê$Z Ë`m§Zr H§$nZrgmR>r Ë`m§Mo à`moJhr Ho$bo. åh¡gya àm§VmV Jwã~r
draÊUm `m§À`m H§$nZrZogwÕm JS>H$ar `m§À`m EH$M ß`mbm `m ZmQ>H$mMm gwam_{h_o `m ZmdmMm AZwdmX H$ê$Z
Ë`mMo à`moJhr Ho$bo. EUJr ~mißnm `m§À`m "H$bmd¡^d ZmQ>ç g§Km'Zo Amnë`m nm¡am{UH$, Mm[aÌm_H$$ ZmQ>H$m§~amo~aM
_amR>rVë`m à{gÕ ì`mdgm{`H$ ZmQ>H$m§Mohr à`moJ Ho$bo Am{U bm¡[H$H$ {_i{dbm. Aem àH$mao _amR>r, \$mgu
ZmQ>çH$boÀ`m à^mdmImbr AgyZhr, Amnbo ñdV:Mo d¡{eîQ>ç H$ÞS> ì`mdgm{`H$ a§J^y_rZo Onbo. H$Zm©Q>H$mVë`m
à{V^mdmZ Jm{`H$m JmohaOmZ `m "dmUr{dbmg' ZmQ>H$_§S>irV hmoË`m. VmZm Am{U MrOm `m§Mm AË`§V gwaob dmna
Ë`m Amnë`m JmÊ`m§V H$arV hmoË`m. ~mbJ§YdmªÀ`m A{^Z` g§JrV H$bobm ^wbyZ Ë`m§Zr ~mbJ§Ydmªer {ddmh
Ho$bm. BVHo$M Zmhr Va "~mbJ§Yd© ZmQ>H$_§S>ir'bm Ë`m§Mm \$ma _moR>m AmYma bm^bm. Ë`mgmR>r Ë`m am~ë`m.
H$ÞS>_Yë`m H§$nZr ZmQ>H$m§ZmM ì`mdgm{`H$ ZmQ>H$o Ago g§~moYbo OmD$ bmJbo. hm¡er ZmQ>H$_§S>itZr ñdV:Mr
"AmYw{ZH$' Aer AmoiI H$ê$Z [Xbr. _amR>rV Oem ì`mdgm{`H$ ñdê$nmÀ`m H§$nÝ`m AmhoV, VemM H$ÞS>_Ü`ohr
ì`mdgm{`H$ ZmQ>H$H§$nÝ`m AmhoV. nU _amR>rVrb ì`mdgm{`H$ H§$nÝ`m§Zm AmO g§ñWmË_H$ ê$n bm^bo Amho, Vgo
H$ÞS>_Yrb ì`mdgm{`H$ ZmQ>H$ H§$nÝ`m§~m~V Pmbo Zmhr. Ë`m {dIwaë`m Joë`m. H$mimZwgma Ë`m§Zm ñW¡`© bm^bo
Zmhr. H$ÞS>À`m AmYw{ZH$ a§J^y_rZo Va Ë`m§Zm XÿaM Ho$bo Agm Amamonhr Ho$bm OmVmo.AmO H$em~em [Q>Hy$Z
am[hboë`m H§$nÝ`m§Zr Amnbo nyduMo d¡^d J_mdbo Agbo Var Ë`m Amnbm àdmg H$ï>mZo Mmby R>odyZ AmhoV. nU
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Ë`m_Ybr àm`mo{JH$Vm, ZmQ>çg§[hVm Am{U gmXarH$aU `m~m~VrVbo AZoH$ àíZ AZwÎm[aV am[hbo AmhoV.
H$ÞS>_Yë`m ì`mdgm{`H$ ZmQ>H$m§~amo~aM g§½`m-~mù`m hm OmZnX ZmQ>çà`moJ _hÎdmMm Amho. hm EH$
dmñVd KQ>ZodaM AmYm[aV Agm H$bmË_H$ Am{dîH$ma Amho. ~¡b hm|Jb-~¡bdmS>_Yë`m dmñVd àg§Jm§Zm nÎmma
_mñVam§À`m à{V^oZo OmZnX Ñí`H$mì`mMo ê$n [Xbo. Ë`mMr {d{dY ê$no CÎma H$Zm©Q>H$mV bmoH${à` Pmbr AmhoV.
ZrVr-AZrVr, ào_-{dah Am{U _¡Ìr-{dÐmoh `m§Mr Jw§VmJw§V `mV _m§S>bobr Amho. ho EH$ emoH$mË_ Ago OmZnX
ZmQ>H$ Amho. B©è`m, J§Jr, g§½`m, ~mù`m Am{U naìdm hr nmÌo åhUOo AmYw{ZH$ OrdZmMr àm{V{Z{YH$ ê$no åhUyZ
AmOhr AW©nyU© dmQ>VmV. OmJ{VH$sH$aU [H¨$dm ì`mnmamVbm Am{W©H$ _moh Ë`m§À`mhr nbrH$S>o OmUmao; nU
ì`mdhm[aH$VoMr _Zmo^y{_H$m ñnï> H$aUmao ho EH$ gw§Xa ZmQ>H$ Amho. ho ZmQ>H$ OmZnX Agbo Var Vo g_H$mbrZ
Amho. gmd©H$m{bH$ gm_m{OH$ ñdê$nmMr Z¡{VH$ _yë`o AYmoao{IV H$aUmao ho ZmQ>H$ Amho.
ì`mdgm{`H$ Am{U OmZnX a§J^y_rV Or pñWË`§Vao KSy>Z Ambr Ë`mbm H$mhr H$maUo AmhoV. gw{e{jV
_Ü`_dJu` bmoH$m§Zm ì`mdgm{`H$ ZmQ>H$m§~Ôb AZmñWm dmQ>Uo, ZdIonUmgmR>r hnmnbobr Ë`m§Mr _Zo hr Vr
H$mhr H$maUo hmoV. Q>r. nr. H¡$bmg Am{U lra§J `m§À`m nmR>rer B§½b§S>_Yë`m a§J^y_rMm AZw^d hmoVm. Ë`mÀ`m
AmYmao Ë`m§Zr hm¡er a§J^y_r C^r Ho$br, dmT>dbrXoIrb. ì`mdgm{`H$ ZmQ>H$m§_Ybm EH$g§YVoMm A^md Am{U
g_H$mbrZ OrdZmbm gm_moao Z OmÊ`mMr àd¥Îmr `m_wio gw{e{jV bmoH$ Amnë`m Amem AmH$m§jm nyU© H$ê$Z
KoÊ`mgmR>r AmYw{ZH$ a§J^y_rH$S>o dibo. `mbm ZJaH|$[ÐV Am{U _hm{dÚmb`rZ a§J^y_r Agm {e¸$m ~gbm.
H$ÞS>_Yë`m AmYw{ZH$ [H¨$dm hm¡er a§J^y_rbm lra§J `m§Zr "A_°À`wAa' Ago g§~moYbo. H$mhr H$mi `mbmM
"{dbmgr a§J^y_r' Agohr åhQ>bo Jobo. lra§J (Ama. ìhr. Ohm{JaXma) `m§Zm H$Zm©Q>H$ H$m°boO d gmJaÀ`m "CX`
H$bmH$mam§'Zr A{YH$ àH$memV AmUbo. H¡$bmg `m§Zr X[jU H$Zm©Q>H$mV Am{U lra§J `m§Zr CÎma H$Zm©Q>H$mV
a§J^y_rÀ`m joÌmV EH$ Zdr bmQ> {Z_m©U Ho$br. {dgmì`m eVH$mÀ`m _Ü`H$mbr `m XmoKm§Zr hm¡er a§J^y_rbm EH$
Zdo n[a_mU {_idyZ [Xbo. hm AmYw{ZH$ ZmQ>H$m§Mm n[hbm Q>ßnm.
ZdmoX` H$mimVrb ZmQ>çà`moJ
eoŠg{nAa Am{U BãgoZ `m§Mm à^md Ogm ^maVr` a§J^y_rda Pmbm, VgmM Vmo H$ÞS> Am{U _amR>r a§J^y_rdahr
Pmbm; nU hm [H$Vr à_mUmV nMZr nS>bm, `m~Ôb e§H$m Amho. ~«o»V, BãgoZ, eoŠg{nAa `m§À`m ZmQ>H$mVbr
~hþAm`m_r V§Ìo Am_À`m a§J^y_rbm AmË_gmV H$ê$Z KoUo H$R>rU hmoVo. H$mhr à_mUmV Ë`mMm à^md _mÌ [XgyZ
`oVmo. H$ÞS>À`m ZdmoX` H$mimV boIH$m§Zm B§J«OrÀ`m EHy$U n[agamMm AZw^d ZìhVm. Ë`m_wio eoŠg{nAaMr
ZmQ>Ho$ ñWm{ZH$ n[agambm AZwgê$Z ê$nm§V[aV Ho$br Jobr.
Xþgè`m _hm`wÕm_wio _mUgmÀ`m g§doXZm Am{U [dMma H$aÊ`mÀ`m nÕVr `m§Zm _moR>m Y¸$m ~gbm. OrdZ,
g_mO Am{U amOH$maU `m§À`mH$S>o ~KÊ`mMm nmpíM_mË`m§Mm Ñ{ï>H$moZ ~Xbbm. gm[hË`, {MÌH$bm Am{U a§J^y_r
`m joÌmV Ag§JVVoM ê$no [Xgy bmJbr. ho ^maVmVhr hmoD$ bmJbo. nmíMmÎ` a§J^y_rda Ambobr "Ag§JVVm'
H$ÞS> Am{U _amR>r a§J^y_rdahr AdVabr. H$ÞS>_Ü`o M§. nm., b§Ho$e, Z. aËZ, M§ÐH$m§V Hw$gZya `m ZmQ>H$H$mam§Zr
Ag§JV ZmQ>H$m§Mr geº$ {Z{_©Vr Ho$br. _amR>rV AmioH$a, ImZmobH$a, e\$mAV ImZ, M§.à. Xoenm§S>o `m§Zr
_mZdr g§~§Ym§_Yë`m {dH$mam§Mr Amnë`m ZmQ>H$m§_YyZ AË`§V à^mdrnUo _m§S>Ur Ho$br. nU `wamon_Ybr àIaVm,
Vem àH$maMr Ag§JVVm BWë`m àojH$m§Zm {^S>br Zmhr Am{U Ë`mMm JmT> AZw^dhr XoD$ eH$br Zmhr. nU
_amR>rV AmioH$am§Mo _hm{Zdm©U, ~oJ_ ~d}, e\$mAV ImZ `m§Mo ^y{_VrMm \$mg©, {M§. Í`§. ImZmobH$am§Mo EH$ eyÝ`
~mOramd, M§.à. Xoenm§S>o `m§Mo ~w[Õ~i Am{U Pã~y hr ZmQ>H$o AmOhr ~hþM{M©V AmhoV. `m§gmaIr ZmQ>H$o H$ÞS>_Ü`o
M§.nm. `m§À`m{edm` Hw$Urhr àojH$m§Zm XoD$ eH$bo ZmhrV. _amR>r àojH$ ZmQ>H$mbm Amnbo åhUVmo, Vgo H$ÞS>_Ü`o
AmT>iV Zmhr.
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S>m°. AéU à^wUo ho _amR>r dmL²>_`mMo àmÜ`mnH$ hmoVo. {Zd¥ÎmrZ§Va
A_o[aHo$Vrb ñQ>°Z\$S>© `w{Zìh{g©Q>rMo pìh{O[Q>¨J ñH$m°ba AmhoV.
ZmQ>H$ Am{U bmoH$gm[hË` ho XmoZ {df` Ë`m§À`m Aä`mgmMo d g§emoYZmMo
Amho V . `m Xmo Ý hr {df`m§ d arb g§ e mo Y ZmË_H$ bo I dmL² > _ `rZ
{Z`VH$m{bH$m§_YyZ àH$m{eV Pmbo AmhoV. nm¡am{UH$ ZmQ>H$ : Zdm AÝd`mW©
`m nwñVH$mbm _hmamï´> emgZmMm CËH¥$ï> g_rjmJ«§WmMm Va Zm°W© A_o[aH$Z
B§[S>`ÝgÀ`m Añdb bmoH$H$Wm `m nwñVH$mbm _hmamï´> emgZmMm CËH¥$ï>
dmL²>_`{Z{_©VrMm nwañH$ma àmá Pmbm Amho.
A{Ib ^maVr` _amR>r gm[hË` _hm_§S>imMo _wInÌ Agboë`m
Aja`mÌm `m {Z`VH$m{bH$mMo Vo XmoZ df} g§nmXH$ hmoVo. Aja dmL²>_` `m
dmL²>_`rZ {Z`VH$m{bH$mMo Vo gÜ`m _mJ©Xe©H$ AmhoV. `m {Z`VH$m{bH$mÀ`m
dm. b. Hw$iH$Uu {deofm§H$ d àm`mo{JH$ ZmQ>H$ : ^maVr` Am{U OmJ{VH$ `m
{deofm§H$mMo Vo A{VWr g§nmXH$ AmhoV.
CXJraÀ`m _hmamï´> EÁ`wHo$eZ gmogm`Q>rÀ`m _hmamï´> CX`{Jar
_hm{dÚmb`mÀ`m {Z{_©VrMm B{Vhmg {deX H$aUmè`m Cf:H$mb `m
_m[hVrnQ>mMr {Z{_©Vr Ë`m§Zr Ho$br Amho.
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Dr. Arun Prabhune was a professor of Marathi
Literature. Marathi is the language of Maharashtra state,
and the capital of this state is Mumbai (Bombay). After
retirement he is visiting scholar at Stanford University in
California, U.S.A. He is working on comparative folk
literature study. Though he is working in folk literature, he
is also interested in drama activity. His doctoral thesis was
in the study of Indian mythological Marathi drama (1985).
In 1997 Dr. Prabhune has published a book in Marathi
Mythological Marathi Drama: New Interpretations. The
book was honored by state government of Maharashtra
(India) with the best critic award.
In 2005 Dr. Prabhune has published a book in Marathi
Bear Folktales of American Indians with critical
introduction. This book was also honored by state
government of Maharashtra (India) with the best literature
award.
Dr. Prabhune has published some critical articles on
drama literature. He has acted in and directed Marathi
dramas. He has received awards for his acting and direction
of drama. He has written script, produced and directed the
documentary film for his college in India.

Translation & Critical Analysis of
Tsukimi - Zato (Moonviewing Blind Man)
This is a critical analysis of a play that has received acclaim in Japan and other
countries. Tsukimi-Zato is recognized as a Masterpiece. Three plays were presented by
the Mansaku No Kai Kyogen Company at the International Theatre Festival in San
Fransisco in May, 2012.
Two of the three plays were comedies, where as the third, Tsukimi-Zato (Moonviewing Blind Man) was a deeply serious thought provoking work. Written in the
thirteenth century, it still has a freshness and purpose that transcends time.
Acted and directed by a stalwart like Mansaku Nomura who is honoured as The
Living national Treasure of Japan, the play takes just 25 minutes, yet it is extremely
effective and forceful in its communication.
The story is a simple narrative, a blind man going out in the night to watch the
Harvest Full Moon – in his own way, wanting to llisten to the lyrical music of the
crickets at night, experiences two contrasting interactions with other characters. The
first one offers company and joy. As he leaves, the same person turns vicious and
humiliates the blind, man handles him and leaves him directionless, as his stick falls
some distance away during the scuffle. He searches the stick, listens to the flow of the
river , gets his direction by dipping the stick into the water and hobbles homewards,
unhappy and depressed.
Acted without sets, written in short meaningful sentences, simple but suggestive
language, and excellent performance skills, it was a memorable aesthetic experience
for the audience that had no difficulty in crossing the linguistic or cultural blocks.
The story is capable of taking the audience to a symbolic and philosophical level .
The apparent dissonance created by the Blind Man and Moon –viewing in the title is
resolved at another level . In its simplicity it has the capacity to explore the vision of
truth of life as it is lived.
Mr. Prabhune brings out the cultural sub-text of the harvest full moon watching
and its symbolic value. Pleasure and pain acquire a wider meaning at the symbolic
level and the thematic web of Buddhist nuances, the principle of impermanence, the
futile search for pleasure and the sad discovery of its impermanence are all well spelt
out. Thus the multilayered meanings transform the short 25 minutes into a life-long
psalm of meaning of life and invites the audience to dwell upon the serious issues
presented in the play.

11 _o 2012 À`m g§Ü`mH$mir A_o[aHo$Vrb g°Z \«$mpÝgñH$mo `oWo Nineth Annual San Francisco
International Arts Festival _Ü`o OnmZ_Yrb The Manasku-no-Kai Kyogen Company Zo
Tsukimi-Zato (Ëgw[H$_r PmQ>mo) ho gmVeo dfmªMo OwZo OnmZr ZmQ>H$ OnmZr ^mfoVyZ gmXa Ho$bo. ZmQ>H$mÀ`m
Pmboë`m à`moJmÀ`m doir B§J«Or ^mfoVyZ AZwdm[XV Ho$boë`m g§dmXmÀ`m nmQ>çm àojH$m§gmR>r àmoOoŠQ>aÛmam Xe©{dë`m
OmV hmoË`m. Ë`m_wio ZmQ>H$ g_OUo ghO eŠ` hmoV hmoVo.
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Xoe-H$mb-ì`{º${Zanoj Agbobo Tsukimi-Zato ho ZmQ>H$ AmOhr "Zdo àm`mo{JH$' ZmQ>H$ dmQ>Vo. Aem
loð> OnmZr ZmQ>H$mMm AZwdmX d Ë`mdaMr g_rjm `m ZmQ>ç{deofm§H$mV AgUo åhUyZM Am¡{MË`nyU© dmQ>Vo.
Ëgw[H$_r PmQ>mo ZmQ>H$mMm AZwdmX H$aVmZm à`ËZ H$ê$Zhr `m ZmQ>H$mMo B§J«OrV Pmbobo AZwdmX CnbãY
hmoD$ eH$bo ZmhrV. Q>moŠ`mo (Tokyo) `w{Zìh{g©Q>rVrb àmo\o$ga ed²{Mamo H$dmB© (Shoichiro Kawai) øm§Zr
_yiÀ`m OnmZr ^mfoVrb g§dmX Tsukimi-Zato À`m `m à`moJmgmR>r B§J«Or ^mfoV AZwdm{XV Ho$bo AmhoV.
ZmQ>H$ H§$nZrÀ`m _°ZoOa lr_Vr {e{_Py (Shimizu) `m§À`m gm¡OÝ`mZo B§J«Or nmQ>çm§darb Vo g§dmX CnbãY hmoD$
eH$bo AmhoV. `m àH$mao OnmZ_Yrb EH$ OwZo A{^OmV loð> ZmQ>H$ àW_M _amR>r ^mfoV CnbãY hmoV Amho.
Am§Yim

:

Xþgam _mUyg :

_r Am§Yim Amho. BWo OdinmgM amhVmo. AmO Am°JñQ _[hÝ`mVbr1 gwJrMr nm¡{U©_m
Amho. àË`oH$ OU Mm§XÊ`m amÌrV _m¡O_Om H$aV Amho.2 Am§Yim Agë`mZo _r Mm§XÊ`m§Mo
Ñ{ï>gwI Cn^moJy eH$V Zmhr. na§Vw Varhr hiyhiy _r ~mhoa MmbV OmD$Z amV[H$S>çm§À`m
_Ywa g§JrVmMo ldUgwI Cn^moJoZ. CÎm_ ZOa Agë`mZo M§ÐmdbmoH$ZmMm AmZ§X S>moig
Cn^moJy eH$VmV. Am{U H${dVm aMyZ H$mì`mZ§Xhr Cn^moJy eH$VmV. nU Am_À`mgmaIo
A§Y amV[H$S>çm§Mo _Ywa g§JrV EoH$y Z Ë`mMm AmZ§X Cn^moJ KoD eH$VmV. _bm dmQ>Vo _r
AmVm ~amM Xÿada Ambmo Amho Am{U _bm àgÞhr dmQ>Vo Amho. AmVm _r Hw$R>o Omdo ~ao ? hm§,
Ë`m {VWo nbrH$S>o _bm amV[H$S>çm§Mo g§JrV EoHy$ `oV Amho. _r {VH$S>oM OmVmo.
Amhmhm ! ho amV[H$S>o [H$Vr _moR>çm§Xm JmV AmhoV ~ao ? IamoIa, Vo "nmB©Z [H$S>o'3,4
AmhoV H$s "~ob [H$S>o?' "[H$a² [H$a² [H$a² [H$a²' Agm {d{eï> AmdmO H$aUmao ho [H$S>o
"Hw$Q²>gwdm_wer'5 åhUyZ AmoiIbo OmVmV Am{U Vo Ë`m§À`m Ë`m "[H$a² [H$a² [H$a² [H$a²' Agm
{d{eï> AmdmO H$aÊ`mgmR>rM Vo à{gÕ AmhoV.
{VH$S>o nbrH$S>o H$mhr bmoH$m§Mm AmdmO _bm EoHy$ `oVmo`. Ag§ dmQ>V§` H$s Ë`m§Mr
{nÊ`mMr nmQ>u Mmbbr`. {VWo _r OmD$Z Ë`m§À`mer ~mobVmo.
_m\$ H$am, nU Vwåhr Oar _m¡O_Om H$arV AgbmV Var EdT>çm _moR>çm AmdmOmV
JmD$ ZH$m. H¥$nm H$ê$Z Agm Jm|JmQ> H$ê$Z JmD$ ZH$m. Aem Jm|JmQ>mV M§ÐmdbmoH$Z H$aVm
`oB©b; nU `m Jm|JmQ>mV amV[H$S>çm§Mm AmdmO _mÌ Vwåhmbm EoHy$ `m`Mm Zmhr.
"H$m` ? R>rH$ Amho, Z EoHy$ `oD$ Xo, Ag§ åhUVm ?'
"R>rH$ Amho. Zmhr, _mP§ H$mhrM åhUU§ Zmhr. AmVm _rgwÕm JmVmo.' (_moR>çmZo JmD$
bmJVmo)
" `m~og' \o$ar~moQ>rgmR>r Hw$Ur àdmgr Zmhr; nU M§Ð...
"H$m` ? Vw_À`m H$mì` H$aÊ`mbm _mÂ`m JmÊ`mZo AS>Wim hmoVmo Amho ? Ìmg hmoVmo
Amho ? AmVm Vwåhmbm g_Ob§ Agob _r H$m` åhUV hmoVmo Vo ? _mÂ`m _moR>çmZo H${dVm
åhUÊ`mZo Vwåhr d¡VmJbm AmhmV. nU Vwåhr EH$ eãXhr _bm ~moby eH$V Zmhr.
AmVm Vo [H$S>o naV "[H$a² [H$a²' H$ê$ bmJbo AmhoV. BWo Agboë`m AZoH$ nmB©Z
amV[H$S>çm§Mm AmdmO _r EoH$Vmo Amho. IamoIa ho [H$S>o [H$Vr gw§Xa JmV AmhoV ~a§ !
"[H$a² [H$a² [H$a² [H$a²' dm ! \$maM N>mZ ! IamoIa, ho [H$S>o gdm}Îm_ AmhoV hoM Ia§ !
(M§ÐmdbmoH$ZmgmR>r Ambobm añË`mdarb Xþgam _mUyg ~mobVmo.) M§ÐmdbmoH$ZmMm AmZ§X
bwQ>Ê`mgmR>r _r ehamVyZ Ambmo Amho. IamoIa AmO M§Ð \$ma VoOñdr [XgVmo Amho.
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_r hiy MmboZ. amV[H$S>çm§Zr ^abob§ amZgwÕm {VH$S>o Amho Am{U amV[H$S>o JmV AmhoV.
N>mZ, AmVm _r amZmV nmohmoMbmo Amho. amZmV amV[H$S>o JmV AmhoV.
dm ! M§Ð [H$Vr ñdÀN> Am{U gw§Xa [XgVmo Amho ! `m M§ÐàH$memV _bm BWo EH$ Am§Yim
_mUyg [XgVmo Amho. Vmo H$m` M§ÐmdbmoH$Z H$aVmo Amho H$s H$m` ?
(Vm|S>mZo K§Q>rMm ZmX H$mT>ë`mà_mUo "[Q>¨J qbJ' Agm AmdmO H$aVmo)
_r AmVm {VWo OmVmo Am{U Ë`mÀ`mer ~mobVmoM.
dm ! \$maM N>mZ !
h°bmo !
h°bmo ?
Vy Hw$Ry>Z Ambm Amhog ?
_r BWbmM ñWm{ZH$ Amho. Vwåhr Hw$Ry>Z Ambm AmhmV ?
nm¡{U©_oÀ`m M§ÐmÀ`m AmoT>rZo _r ehamVyZ Ambmo Amho. AmnU C^`Vm AmVm M§ÐmdbmoH$Z
AmZ§XmZo Cn^moJy.
Aao, nU Vy Va M§Ð nmhÿM eH$V Zmhrg ! Ag§ AgVmZm `m gw§Xa M§ÐàH$memV Vwbm H$m`
~a§ AmZ§X dmQ>Uma ?
Am§Yim Agë`mZo amV[H$S>çm§Mo g§JrV_` AmoaS>Uo EoHy$Z _r AmZ§[XV hmoVmo Amho.
Ag§ hmo` ! ~a§ ~a§. nU Vwbm H${dVm H$aVm `oVmV H$m ?
Zmhr. H${dVm H$aÊ`mMm _r H$Yr à`ËZM Ho$bobm Zmhr. hmo, nU Vwåhr ehamVbo Agë`mZo
H${dVm H$aÊ`mV Mm§Jbo hþema Agmb.
hmo H$aVmo. EH$ qH$dm XmoZ H${dVm _r bJoM H$ê$ eH$Vmo.
Aem `m aå` amÌr Vwåhr EH$ H${dVm H$amb H$m ?
~K, hr H$er dmQ>Vo ?
Vwåhr erK«H$dr AmhmV.
eaX F$VyVrb `m dmè`mV
Va§JUmè`m T>Jm§VyZ
S>moH$mdUmam M§Ð
[H$Vr ñdÀN> [XgVmo Amho.
N>mZ ! _Om Amho !
Mm§Jbr Amho H$m ? AmdS>br H$m ?
IamoIa Aer Xþ_ui H${dVm `mnydu _r H$Yr EoH$br ZìhVr.
AmVm VwPr nmir.
Vw_À`m g_moa H${dVm dmMm`bm _bm IamoIa bmO dmQ>Vo. nU VargwÕm _r à`ËZ H$aVmo.
R>rH$ Amho. à`ËZ H$a.
~Km, ho H$go dmQ>ob ?
H$m` ?
hm eaX F$Vy Oar
_mÂ`m EH$Q>çmgmR>r Zgbm
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Var M§ÐmH$S>o nmhVmZm
_bm EH$mH$s dmQ>Vo Amho.
hr \$ma OwZr H${dVm Amho.
hmo. VwPrgwÕm.
Vy \$ma _Ooera _mUyg Amhog. _mÂ`m~amo~a BWo hr ~mQ>br Amho. Mb, AmnU XmoKo
{nD$`mV.
Am^mar Amho.
h§, Mb Ko.
{nUo gwê$ H$am.
R>rH$ Amho. _r _mÂ`m noë`mZo gwê$ H$aVmo Am{U hm nobm AmVm VwÂ`mgmR>r.
_bm WmoS>r Am{UH$ Kmbm.
(noë`mV Xmê$ AmoVë`mMm {d{eï> ½bH²$ ½bH²$ ÜdZr `oVmo.)
Aao, _bm dmQ>V§ hm nobm AmVm AJXr nyU© ^abm Amho.
dm ! Md H$m` N>mZ Amho ! ehamV {_iUmè`m gd© Jmoï>t_Ü`o "gmH$s' hr Xmê$ gdm}Îm_
Amho ! Ko. Ko. AOyZ Ko.
R>rH$ Amho. Vwåhr åhUVm Va AOyZ Úm.
(noë`mV Xmê$ AmoVë`mMm {d{eï> ½bH²$ ½bH²$ ÜdZr `oVmo.)
nyU© ^abm nobm. Vwåhr nU ß`m.
R>rH$ Amho.
WmoS>§ JmU§ H$m Zmhr åhUV ? åhUm Zm JmU§.
R>rH$ Amho. JmVmo.
"gmH$s'6 Am¡fY åhUyZhr dmnabr OmVo.
IamoIa ho OJ X`oZ§ ^abob§ Amho.
`m "gmH$s'Mo Am^ma _mZbo nm[hOoV.
[hÀ`m_wio Vwåhr Vw_Mm dmB©Q> H$mi {dgaVm.
dm ! \$maM N>mZ ! Vwåhr ehamVbo AmhmV. Ë`m_wio Vw_Mo ho JrV AJXr n[hë`m XOm©Mo
Amho. `mÀ`mgmaIo Xþgao ZmhrM.
AmVm _r nrV AgVmZm Vwåhr _mÂ`mgmR>r ZmMy eH$mb H$m ?
Am§Yù`mZo ZmMm`Mr {dZ§Vr H$aUo hr EH$ {dbjUM {dZ§Vr åhQ>br nm[hOo !
hmo, {dbjU Oar dmQ>V Agbr Var _r Aer {dZ§Vr H$aVmo Amho.
R>rH$ Amho Va. _r WmoS>m ZmMVmo.
Am^mar Amho.
"arS>'Mr nmZ§ Pm§Om7 dmOë`mgmaIr ÜdZr H$arV AmhoV.
EH$ gw§Xa [XgUmè`m órMr _bm "gmH$s' ^ê$Z XoÊ`mMr BÀN>m Amho.
Aaoao ! nU {Vbm EH$ _yb AgyZ, Vo {VÀ`m ~mhÿV Amho !
Vr {VÀ`m Zdè`mÀ`m nmR>rer n|Jbr Amho.
na§Vw {IS>H$sVyZ [XgUmam M§Ð VoOñdrnUo àH$meVmo Amho.
& M§ÐmdbmoH$Z H$aUmam Am§Yim : AZwdmX d g_rjm & 169 &

g§X^© :
1.

2.

3.

4.

OnmZMr H$mbJUZm ë`wZrgmobma H°$b|S>ada A{Y{ð>V Amho. OnmZÀ`m dfm©Vrb AmR>ì`m _[hÝ`mVrb nm¡{U©_oMm Am{U Zdì`m _[hÝ`mVrb
Voamì`m amÌrMm M§Ð hm "M§ÐmdbmoH$ZmgmR>rMm M§Ð' Amho. B§J«Or gm¡adfm©Zwgma Tsukimi gd©gmYmaUnUo gßQ>|~a d Am°ŠQ>mo~a `m _[hÝ`m§V
åhUOo eaX F$VyV AgVo. "AmO Am°JñQ> _[hÝ`mVbr gwJrMr nm¡{U©_m Amho' `m dmŠ`mMm AW© bjmV KoVmZm hm gd© g§X^© bjmV KoUo
Amdí`H$ Amho.
OnmZ_Yrb gwJrÀ`m nm¡{U©_oMr nmíd©^y_r `m ZmQ>H$mbm Amho. OnmZ_Ü`o eaXF$VyVrb hr nm¡{U©_m gwJrMr nm¡{U©_m åhUyZhr AmoiIbr
OmVo. {Za^« AmH$memVrb gw§Xa M§Ðq~~ Am{U erVb Mm§XUo `m§Mm AmZ§X Cn^moJm`bm _moH$ù`m OmJr OmUo, {VWo ImUo-{nUo, ZmMUoJmUo `mbm OnmZ_Ü`o eoH$S>mo dfmªMr na§nam Amho. OnmZ_Ü`o Ëgw[H$_r hm gU g_Obm OmVmo. BVHo$ gm§ñH¥${VH$ _hÎd `m gwJrÀ`m
nm¡{U©_obm Am{U Zdì`m _m[hÝ`mVrbm Voamì`m amÌrbm Amho.
(^maVmVrb H$moOmJar nm¡{U©_m ~è`mMXm Am°ŠQ>mo~a _[hÝ`mV `oV AgVo. nmdgmim g§në`mda eaXF$VyV {Za^« AmH$memV n[hë`m§XmM
gw§Xa nyU© M§Ðq~~ [Xgy bmJVo. Mma _[hÝ`m§Z§Va erVb Mm§XUo _Z àgÞ H$aVo. hr nm¡{U©_m H$moOmJar nm¡{U©_m åhUyZ AmoiIbr OmVo. `m
nm¡{U©_obm M§ÐmdbmoH$ZmMm d emaXr` Mm§XÊ`mMm AmZ§X Cn^moJm`bm OmJaU H$aÊ`mMr na§nam ^maVmV Amho `mMr AmR>dU `oVo.)
Wikipedia, "Tsukimi," in Wikipedia - The Free Encyclopedia, Wikimedia Foundation, Inc. last modified
August 15, 2012, http://en.wikipedi.org/wiki/Tsukimi.
Linda van Zomeren, "Giant Katydid," in Keeping Insects, last modified 2012.,
http://www.keepinginsects.com/cockroaches-locusts-ants/gigant-katydid/.

nmB©Z [H$S>o Am{U "Hw$Q²>gwdm_wer' `m amV[H$S>çm§Zr {Z_m©U Ho$boë`m [H$a² [H$a² AmdmOmbm eoH$S>mo dfmªnmgyZ OnmZ_Ü`o gw_Ywa g§JrV _mZbo
Jobo Amho. gwJrÀ`m nm¡{U©_obm amZmV Joë`mda Ho$bobo ho gw_Ywa g§JrV H$mZr nSy>Z M§ÐmdbmoH$ZmMm AmZ§X d{Y©V hmoVmo Ago _mZbo OmV
Ago. amV[H$S>çm§Mm Am{U Ë`m§À`m g§JrVmMm hm gm§ñH¥${VH$ g§X^© g§nyU© ZmQH$mV _hÎdmMm Amho.
"The two species most eteemed in Japan, according to Huber et aI., are the Homoeogryllus japonicus (bell
cricket, suzumushi) and Xenogryllus marmoratus (pine cricket, matsumushi) ....The Japanese identified and
described the most musical cricket haunts centuries ago, long before they began keeping them at home....
This tradition, which peaked in the 19th century, is now largely gone but crickets are still sold at pet shops."
Wikipedia, "Crickets as pet : Pet crickets in Japan," in Wikipedia - The Free Encyclopedia, Wikimedia
Foundation, Inc., last modified June 4, 2012,
http://en.wikipedia.org/wiki/Crickets_as_pets#Pet_crickets_in_Japan.
kutsuwamushi `mgma»`m amV[H$S>çm§Mo Am{U Ë`m§À`m gwlmì` g§JrVmMo g§X^© Ho$di `mM ZmQ>H$mV AmhoV Ago Zmhr, Va OnmZ_Yrb
AZoH$ à{gÕ H$dtÀ`m H${dVm§_Ü`o Ago g§X^© `oVmV. CXmhaUmW© à{gÕ H$dr g¡½`mo hmoer (Saigyo_ Hoshi) (1178 Vo 1190) `mMr
Insects On an Evening Road hr H${dVm. "In these lines the poet Saigyo, who was once a samurai and became a
wandering monk, portrays himself as a solitary traveler. He takes comfort in the song of the kutsuwamushi, or
giant cricket, which is known in Japan as the "bridle-bit insect" because its clacking sound resembles that of
a bridle-bit in a horse's mouth. Heard from a distance, the song of the kutsuwamushi makes pleasant company."
Am`[ae boIH$ Lafcadio Hearn `mÀ`m "Insect-Musicians" (1898) hm boIhr `m Ñï>rZo _hÎdmMm Amho. `mgmaIr AÝ`hr

CXmhaUo gm[hË`m§V AmT>iyZ `oVmV.
Benjamin Howard, "92. The music of what happens," in One Time, One Meeting, last modified October 19,
2011, http://practiceofzen.com/2011/10/06/92-the-music-of-what-happens/.

6.
7.
8.

Vm§XimnmgyZ ~Zdbobr OnmZ_Yrb Xmê$.
Am{\«$H$Z dmÚ
Taira no Kagekiyo (_¥Ë`y 1196) hm Kazusa no Shichiro `m ZmdmZohr AmoiIbm OmVmo. hm EH$ OnmZ_Yrb JmObobm `moÕm
(samurai) hmoVm. OnmZ_Yrb AZoH$ nma§n[aH$ ZmQ>Ho$ `mÀ`mda {b[hbr Jobr AmhoV [H¨$dm Ë`m ZmQ>H$mV Ë`mbm ñWmZ [Xbo Jobo Amho.
_yi ZmQ>H$mÀ`m ^mfm§Vam_Ü`o Kage-kiyo `m Eo{Vhm{gH$ ì`º$sÀ`m _wIr ho H$mì` Agë`mMm C„oI Amho.

Wikipedia, "Taira no Kagekiyo," in Wikipedia-The Free Encyclopedia, Wikimedia Foundation, Inc., last
modified January 27, 2012, http://en.wikipedia.org/wiki/Taira no Kagekiyo.
9. Shoriya Aragoro, "Kagekiyô," in Kabuki 21, last modified September 30, 2012, http://www.kabuki21.com/
kagekiyo.php
10. HeikeMonogatari (The Tale of the Heike) ho OnmZMo EH$ loð> _hmH$mì` Amho. gmYmaU Mm¡Xmì`m eVH$mVbo ho _hmH$mì` Amho
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Ago _mZbo OmVo. Ë`mVrb AH$amì`m àH$aUmV Kagekiyo Mo A{Ve` à^mdrnUo {MÌU Ho$bo Jobo Amho. Wikipedia, "The Tale of
the Heike," in Wikipedia - The Free Encyclopedia, Wikimedia Foundation, Inc., last modified September 21,
2012, http://en.wikipedia.org/wiki/Heike Monogatari.
11. Hamamatsu `m JmdmÀ`m ho OnmZ_Yrb eha Amho. B{Vhmgnyd© H$mimnmgyZ `mÀ`m ApñVËdmÀ`m IwUm gmnS>VmV. `mÀ`m npíM_bm
Lake Hamana Amho. nyd}bm Tenryu ZXr, Va X{jUobm àem§V _hmgmJa Amho. åhUyZ Hamamatsu bmQ>m åhQ>bo Jobo Agmdo.
Wikipedia, "Hamamatsu," in' Wikipedia - The Free Encyclopedia, Wikimedia Foundation, Inc., last modified
September 29, 2012, http://en.wikipedia.org/wiki/Hamamatsu.

M§ÐmdbmoH$Z H$aUmam Am§Yim : g_rjm
"CÎm_H¥$Vr' (Masterpiece) åhUyZ g_Oë`m OmUmè`m Tsukimi-Zato (The Moon-Viewing
Blindman) `m OnmZr Š`moJoZ ZmQ>H$mMm à`moJ Am{U ZmQ>çH¥$Vr `m XmoÝht{df`rMo {ddoMZ `m boImV Ho$bobo
Amho.
11 _o 2012 bm g°Z \«$mpÝgñH$mo `oWo Ninth annual San Francisco International Arts Festival
_Ü`o The Mansaku-no-Kai Kyogen Company Zo Suminuri, (Black Crocodile Tears) TsukimiZato (The Moon-Viewing Blindman) Am{U Kubi Hiki (Neck Pulling) hr VrZ Š`moJoZ ZmQ>Ho$ gmXa
Ho$br.
`m VrZhr ZmQ>H$m§Mo à`moJ AË`§V CËH¥$ï> Pmbo. `mVrb Suminuri d Kubi Hiki hr XmoÝhr ZmQ>Ho$ {dZmoXr
hmoVr. OnmZr ^mfoV ZmQ>Ho$ gmXa hmoV AgVmZm ZmQ>H$mV ~mobbo Jobobo g§dmX a§J_§MmÀ`m daÀ`m ~mOybm B§J«OrVyZ
XmIdbo OmV Agë`mZo ZmQ>H$ g_OUo gmono Jobo.
Tsukimi -Zato `m Voamì`m eVH$mVrb nma§n[aH$ ZmQ>H$mMm g{dñVa {dMma H$m H$am`Mm ?
Š`moJoZ na§naoVrb Tsukimi-Zato ho {Vgao ZmQ>H$ _mÌ {dZmoXr ZìhVo, J§^ra hmoVo.`m ZmQ>H$mMm à`moJ
gdmªJgw§Xa hmoVm. AË`§V nma§n[aH$ nÕVrZo gmXa Ho$bobm Oar Agbm Var hm ZmQ>çà`moJ nmhV AgVmZm AmOMo
àm`mo{JH$ ZmQ>H$ gmXa hmoVo Amho Ago dmQ>V hmoVo. "{dœmg R>odm'Mo (make believe) nma§n[aH$ V§Ì Agë`mZo
ZonÏ`{dhrZ a§J_§M, AW©nyU© ~mobr ^mfm, ZmQ>çmW© d{Y©V H$aUmam dmñVd A{^Z` `m gdmªVyZ KS>dbo Jobobo d
àojH$m§Zm A§V_w©I H$aUmao à^mdr OrdZXe©Z `m_wio AmOMo àm`mo{JH$ ZmQ>H$ ~KV Agë`mgmaIo dmQ>V hmoVo.
nma§n[aH$ ZmQ>H$ ~KV Agë`mMo `pËH§${MVhr OmUdV ZìhVo. ^mfoMo dm g§ñH¥$VrMo H$moUVoM AS>ga AmñdmXmV
`oV ZìhVo. åhUyZ `m ZmQ>çà`moJmMm Am{U ZmQ>H$mMm {dMma BWo Ho$bm Amho.
Tsukimi-Zato `m ZmQ>çà`moJmMr d¡{eîQ>ço
OnmZÀ`m Á`m ZQ>lðo >mbm OnmZ emgZmZo 'Living National Treasure of Japan' åhUyZ Jm¡adbo Ë`m 81
dfmªÀ`m _mÝgmHw$ Zmo_wam (Mansaku Nomura) `m§Zr `m ZmQ>H$mMo {X½Xe©Z Ho$bo AgyZ `mVrb Am§Yù`mMr à_wI
^y{_H$mhr Ë`m§ZrM Ho$br Amho. _mÝgmHw$ Zmo_wam øm§Zr OnmZ_Ü`o Oar `m ZmQ>H$mMo ~aoM à`moJ Ho$bo Agbo Var
OnmZ~mhoa A_o[aHo$V Ho$bm Jobobm hm n{hbmM à`moJ hmoVm.
ZmQ>çà`moJmMr gdm©V O_oMr ~mOy hmoVr Vr _mÝgmHw$ Zmo_wam `m§Mm ghOgw§Xa A{^Z`. åhmVmè`m A§YmÀ`m
Mohè`mdarb AmZ§XmMo d Aghmæ`VoMo ^mdXe©Z, AmdmOmdarb hþHy$_V, AmdmOmVrb MT>-CVma, {d{eï>
àH$mao MmbUo, C^o amhUo, dmH$Uo, ~gUo, hmVdmao H$aUo Agm emar[aH$ A{^Z` AW©nyU© hmoVm. _yi Ame`mbm
g_¥Õ H$aUmam hmoVm. Ë`m§À`m gd© hmbMmbtVyZ Am{U A{^Z`mVyZ _yiMm ZmQ>çmW© gmH$ma Ho$bm OmV hmoVm.
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Ë`m_wio B§J«OrVyZ g~ Q>m`Q>ëg Oar ZgVr Var OnmZr ^mfoVrb ho ZmQ>H$ {Z{üV AmZ§X XoD$ eH$bo AgVo.
_mÝgmHw$ Zmo_wam `m§Mm CËH¥$ï> A{^Z`, CÎm_ {X½Xe©Z Am{U AË`§V XO}Xma ZmQ>H$ Agm {ÌdoUr g§J_ Agë`mZo hm
ZmQ>çà`moJ ~KUo hr _moR>rM nd©Ur R>abr.
Oo ZmQ>H$ "Šbm{gH$ dmL²>_`' AmoiIbo OmVo Ë`m ZmQ>H$mMo gm_Ï`© H$emV XS>bo Amho `mMm emoY KoUo BWo
àñVwV R>aob. gmYmaU Voamì`m eVH$mVrb Tsukimi-Zato ho OnmZMo nma§n[aH$ Š`moJoZ (Kyogen) ZmQ>H$. Ho$di
n§Mdrg {_{ZQ>m§À`m AdH$memV J§^ra OrdZmZw^d ì`º$ H$ê$Z OrdZmMo __© emoYUmao, AmÜ`mpË_H$ (Spiritual)
{dMmambm gy{MV H$aUmao, a{gH$mbm A§V_w©I H$aUmao Amho d AmOhr dmL²>_`mZ§X àmá H$ê$Z XoUmao Amho.
H$WmgyÌ WmoS>Š`mV Ago
EH$ Am§Yim hmVmV H$mR>r KoCZ Kam~mhoa nS>Vmo. Am°JñQ> _{hÝ`mVrb nm¡{U©_oMo M§ÐgwI AZw^dm`bm.
Mm§XÊ`mMm Cn^moJ KoV àË`oH$ S>moig _m¡O-_Om H$arV Amho. H${dVm H$arV Amho. H$mì`mZ§X bwQ>V Amho.
Aem Mm§XÊ`mamÌr {XgV Zgbo Var nmB©Z Am{U ~ob {H«$Ho$Q> `m amV{H$S>çm§Mm ^mdZmË_H$ (Lirical) dmQ>Umam
AmdmO qH$dm Jm`Z EoH$m`bm Vmo Am§Yim _moH$ù`m OmJr OmVmo. amV{H$S>çm§Mo AmdmO EoHy$Z AmZ§Xr hmoVmo.
VodT>çmV EH$ S>moig AZmoiIr ^oQ>Vmo. XmoKm§Mo _ÚnmZ a§JVo. H$mì`dmMZ, JrVJm`Z Am{U ZV©Z `m§Zr
AmZ§XmV ^aM nS>Vo. a§JV AOyZM dmT>V OmVo. _J Ë`m S>moig _mUgmbm Ë`m Am§Yù`mMr WmoS>r Hw$Moï>m
H$ê$Z AOyZ H$a_UyH$ H$ê$Z ¿`mdr Ago dmQ>Vo. Vmo AmdmO ~XbyZ ~mobVmo. Jmob JaJa {\$adyZ Am{U Y¸$m
XoD$Z Ë`m Am§Yù`mbm Vmo Imbr nmS>Vmo. H$mR>r Xÿa Q>mHy$Z XoVmo Am{U {ZKyZ OmVmo. Am§Yù`mbm dmQ>Vo
AmYrMm Mm§Jbm _mUyg {ZKyZ Jobm Am{U hm Xþgam _mUyg `oD$Z dmB©Q> dmJbm. XmoZ _mUgm§V hm {H$Vr _moR>m
\$aH$. dmB©Q> AZw^d Amë`mZo Am§Yim Imobda XþImdVmo. MmMnS>V H$mR>r emoYVmo Am{U ZXrÀ`m àdmhmÀ`m
{Xeodê$Z KamMm Z gmnS>Umam añVm H$gm~gm emoYVmo. {Zame d Xþ…Ir hmoD$Z ì`{WV _ZmZo Xþ…Ir JrV JmV
KamH$So> Mmby bmJVmo.
ZmQ>H$ OwZo AgyZ Zdo
OnmZÀ`m Š`moJZo ZmQ>H$m§V Jar~, d¥Õ Am{U emar[aH$ ì`§J Agboë`m g_mOKQ>H$m§da {dZmoX Ho$bobo AmhoV.
Š`moJZo ZmQ>H$m§À`m PmQ>mo (Zato) dJ©dmarV Am§Yù`m§er g§~{§ YV Agboë`m ZmQ>H$m§V Zoh_r Am§YioM {dZmoXmMo ~ir
R>abo AmhoV.1 "Am§Yio ho eodQ>r ~ir R>aÊ`mMr eŠ`Vm AgVo.' Aem AWm©Zo `m ZmQ>H$mMm {dMma Ho$bm Jobm Amho.2
Agm dmÀ`mW© `m ZmQ>H$mMm dmQ>Vmo ho ~amo~a Amho. åhUyZ dada ~KVm `m ZmQ>H$mMo H$WmZH$ AJXr gmYo dmQ>V.o
Am§Yù`m§Mr Hw$Moï>m H$ê$Z ñdV…Mr H$a_UyH$ H$ê$Z KoUmao OJmV Iyn bmoH$ AmhoV Am{U `mda Aer AZoH$ ZmQ>H$o hr
AmhoV. nU AWm©V Vr Ho$ìhmM {dñ_aUmVhr Jobr AmhoV.
ho ZmQ>H$ BVŠ`m _`m©{XV AWm©Mo Zmhr. "M§ÐmdbmoH$Z H$aUmè`m S>moigm§Mm AmZ§X H$mZmZo AZw^dUmè`m
Am§Yù`mbm Ambobm Mm§Jbm d dmB©Q> AZw^d,' "Am§Yù`mMr Hw$Moï>m H$ê$Z ñdV…Mr H$a_UyH$ H$ê$Z KoUo' qH$dm
"Am§Yio AÝ`m`mMo ~ir R>aV AgVmV' Aem àH$maMo AW© dada Oar dmQ>V Agbo Var Ho$di BVŠ`m gmÜ`m,
gmoß`m d EH$nXar AWm©Mo ho ZmQ>H$ Zmhr. hm Ame` ì`º$ H$aUo hr `m Š`moJoZ ZmQ>H$mMr dmÀ`mWm©Mr àmW{_H$
nm`ar Pmbr. `m {edm` AZoH$ AWmªÀ`m gyMZm XoÊ`mMo gm_Ï`© `m ZmQ>H$mV Amho. Ago ZgVo Va Vo OZ_mZgmV
eoH$S>mo df} {Q>Hy$Z am{hboM ZgVo. OnmZ_Yrb AmOÀ`m Š`moJoZ ZmQ>ç {X½Xe©H$m§Zm `m ZmQ>H$mMo AmOhr Hw$Vyhb
dmQ>bo ZgVo. {H$_mZ gmVeo dfmªMo OwZo Agbobo ho ZmQ>H$ OnmZMo loð> A{^ZoVm Agbobo _mZgmHw$ Zmo_wam `m§Zm
AmOhr H$m H$amdo dmQ>Vo ? BVŠ`m OwÝ`m Am{U gm_mÝ` H$WmZH$ AgUmè`m ZmQ>H$mMm AmñdmX AmOÀ`m a{gH$mbm
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H$m ¿`mdm dmQ>Vmo ? ZmQ>H$ nmhÿZ a{gH$ AñdñW Am{U A§V_w©I H$m hmoVmo ? H$bmZ§X H$m AZw^dy eH$Vmo ? `m
ZmQ>H$mMo H$bmË_H$ gm_Ï`© IamoIa H$emV XS>bobo Amho ?
ZmQ>H$ àVrH$ê$n (symbolic) ~ZVo
Tsukimi-Zato `m ZmQ>H$mMo ^m¡Jmo{bH$, àmXo{eH$, gm§ñH¥${VH$, nma§n[aH$, dmL²>_`rZ Am{U ^m{fH$ g§X^©
OmUyZ AgUmè`m AmñdmXH$ a{gH$mbm ho ZmQ>H$ ~KVmZm Am{U dmMVmZm Ogm dmL²>_`mZ§X Cn^moJVm `oD$
eH$Vmo VgmM Am{U {VVH$mM dmL²>_`mZ§X ho gd© g§X^© _m{hVr ZgUmè`m AmñdmXH$ a{gH$mbmhr Cn^moJVm `oD$
eH$Vmo.
OrdZmW© emoYÊ`mMr Am{U OrdZgË`mbm JdgUr KmbÊ`mMr j_Vm `m ZmQ>H$mV Amho. àVrH$ê$n ~ZÊ`mMr
j_Vm Agë`mZo, H$mì`mË_ ~Zë`mZo Am{U ì`§½`mW©j_Vo_wio H$mbmVrV ~Zë`mZo ho ZmQ>H$ a{gH$ AmñdmXH$mbm
AmOhr loð> XOm©Mm dmL²>_`mZ§X àmá H$ê$Z XoD$ eH$Vo. `m_wioM ho ZmQ>H$ "OwZo' Z dmQ>Vm H$mimda _mV H$aUmao
AmOMo Zdo ZmQ>H$ dmQ>Vo. "Aer j_Vm Agbobr dmL²>_`H¥$VrM H$mimda _mV H$ê$Z {Ma§Ord ~ZV AgVo' `mMr
àVrVr XoUmao ho ZmQ>H$ Amho. hr àVrVr a{gH$mbm {d{dY nmVù`m§da AmUyZ {Xbr OmVo. ZmQ>H$mÀ`m ZmdmnmgyZM
`mMr gwédmV hmoVo.
ZmdmVrb à{V_mË_Vm Am{U AW©nyU©Vm
Am°JñQ> _{hÝ`mVrb nm¡{U©_obm "gwJrMr nm¡{U©_m' (harvest full moon night) Ago OnmZ_Ü`o åhQ>bo
OmVo. `m amÌr {Za^« AmH$memVrb nyU© M§Ðq~~mMo gm¢X`© Ý`mhmim`bm OmÊ`mMr d ew^«-erVb M§ÐàH$memV
~mJS>m`bm OmÊ`mMr OnmZ_Ü`o eoH$S>mo dfmªMr na§nam Amho. `m gm§ñH¥${VH$ na§naoMr nmíd©^y_r `m ZmQ>H$mbm
Amho. åhUyZ Va ZmQ>H$mMo Zmd Tsukimi-Zato (The Moon-Viewing Blindman) AWm©V M§ÐmdbmoH$Z H$aUmam
Am§Yim Ago Amho. Ago {dg§JVr`wº$ Am{U M_ËH$m[aH$ dmQ>Umao Zmd H$m ~ao {Xbo Jobo Agmdo ?
Am§Yù`mZo M§ÐmdbmoH$Z H$aÊ`mMr BÀN>m H$aUo `mVM _moR>r {dg§JVr Amho. Á`mbm H$mhrhr {XgVM Zmhr
Agm Am§Yim _mUyg M§ÐmdbmoH$Z H$gm H$ê$ eHo$b ? åhUyZ dmMH$-àojH$m§Mr {Okmgm d{Y©V H$aÊ`mMr j_Vm
Agbobo Zmd ZmQ>H$mbm {Xbo Jobo Agmdo Ago dmQy> eH$Vo. ZmQ>H$mMo Zmd dmMH$-àojH$m§Mo bj doYyZ KoUmao Amho
Iao Amho; nU ZmQ>H$ dmMyZ-nmhÿZ Pmë`mda ZmQ>H$mMo Zmd {dg§J{V`wº$ Zmhr ho bjmV `oVo. ZmdmVrb A§VJ©V
gwg§JVr OmUdyZ g§nyU© ZmQ>çme`mbm nobyZ YaÊ`mMr j_Vm `m ZmdmV Agë`mZo ZmdmMr AW©nyU©Vmhr a{gH$
dmMH$-àojH$mbm AmZ§X XoD$Z OmVo. åhUyZ ZmQ>H$mÀ`m ZmdmVrb A§VJ©V gwg§JVrMm Am{U AW©nyU©VoMm AmnU
AmYr {dMma H$ê$.
"M§Ð{ZaIUo' d "Am§Yim' `m à{V_m§Mr AW©nyU©Vm
nm¡{U©_oMm gw§Xa M§Ð nmhUo, {ZaIUo, Mm§XÊ`mMr AmëhmXXm`H$ {ZVi YdbVm Am{U a_Ur`Vm AdbmoHy$Z
AZw^dUo `m§V _moR>m AmZ§X Amho. AdU©Zr`, A{Zd©MZr` gwI Amho. åhUyZ "M§ÐmdbmoH$Z' hr na_moƒ gwImÀ`m
H$ënZobm gy{MV H$aUmar à{V_m Amho. {ZgJm©À`m gm{ÞÜ`mV _mUgmbm {Zînmn, {Z…ñdmW© Am{U åhUyZM na_moƒ
gwI {_iy eH$Vo. Aem gy{MV AWmªMr db`o "M§Ð{ZaIUo' `m à{V_m`moOZo_wio a{gH$_ZmV CX²^dVmV.
amV{H$S>çmÀ`m (cricket) AmdmO H$aÊ`mbm OnmZÀ`m nma§n[aH$ g§ñH¥$VrV ldUgwI XoUmao gwaob g§JrV
g_OVmV. amV{H$S>çm§Mm AmdmO OnmZÀ`m bmoH$m§Zm ^mdZmË_H$ (Lyrical) AmdmO dmQ>Vmo. hm gm§ñH¥${VH$ g§X^©
bjmV KoVbm H$s _J "Am§Yim' hr ì`º$s ZgyZ Vr à{V_m Amho ho bjmV `oVo.
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qH$dm ~moYdmX `mMm nwgQ>gm ñne©hr `m ZmQ>çH¥$Vrbm Pmbobm Zmhr. åhUyZ Ho$di ZmQ>H$ ~KVmZm dm dmMVmZm
"~m¡Õ VÎdkmZmMr AmR>dU hmoVo' BVnVM eãX dmnaVm `oVmV.
EHy$U, gmVeo dfmªMo OwZo AgyZhr AmOÀ`m àm`mo{JH$ ZmQ>H$mà_mUo Zdo dmQ>Umao ho OnmZMo Š`moJoZ ZmQ>H$
Amho.
Notes
1.

William R. LaFleur, The Karma of Wards Buddhism and the Literary Arts in Medieval Japan,
University of California Press, California, USA, 1983, p. 136
2. (A) “All that Tsukimi-Zato shows in that, even in the best possible context, the blind always end up as
potential victims.” Pathos and Farce. Zato Plays of the Kyogen Repertoire, Jacqueline Golay,
Monumenta Nipponica, Vol. 28, No.2 (Summer 1973) p 149
(B) Edited by C. C. Barfoot and Cobi Bordewijk, Theatre Intercontinental Forms, Functions,
Correspondences, Broken Bodies: Comic Deformity In The Plays of Samuel Beckett, Kyogen and
Contemporary Japanese Theatre by Carol Fisher Sorgenfrei, p. 88 to 91
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Mansaku Nomura (artistic director, blind man) is a
Living National Treasure of Japan. Born in 1931 as the
second son of the late Manzo Nomura VI, who was also a
Living National Treasure, he studied Kyogen under his
grandfather, Mansai Nomura I and his father, Manzo. At
the age of three, he made his stage debut in the role of
Little Monkey in Utsubozaru.
Mansku Nomura-san has studied Japanese literature
at Waseda University. Since graduation, has been an
outstanding leader in the Kyogen world and he brought
new ideas into the art form. Along with such important
traditional Kyogen pieces as Tsurigiune, his representative
works include Pierrot Lunaire Sigosen no Matsuri (The
Rite of Meridian) by Junji Kinoshita, and Shukoh with
Zhang Jiqing. His recent directing credits include The
Braggart Samurai, based on Shakespeare’s The Merry
Wives of Window, which toured to Hong Kong and Adeiaide.
Mansku Nomura-san has extensively led Kyogen
workshops throughtout the world since 1957. Workshops
at U.S. universities unclude those given at University of
Washington, University of California at Berkely, and
University of Hawai as a visiting professor.
After recent performances abroad at Piccolo Teatro
di Milano, Chang An Grand Theater in Beijing, and
National Thatre of Korea, Mansaku is happy to return to
the Kennedy Center where he had performed during the
JAPAN ! culture + hyperculture festival in 2008.
Mansaku Nomura-san has garnered numerous
awards, including the Asahi Prize, Grand-prix of Art
Festival run by the Agency for Cultural Affairs of Japan,
Tsubouchi Shoyo Prize, Kinokuniya Theatre Award, and
awards from the Japanese government, including the
Purple Ribbon Medal and the Order of the Rising Sun,
Gold Rays with Rosette.

_mZgmHw$ Zmo_wam `m§Mr S>m°. AéU à^wUo `m§Zr KoVbobr _wbmIV
_mZgmHw$ Zmo_wam ho AmO E|erMm Q>ßnm Amobm§S>bobo OnmZr H$bmH$ma
AmhoV. Ë`m§Zm "{bpìh¨J Z°eZb Q´>oPa Am°\$ OnmZ' hm gÝ_mZ XoD$Z OnmZ
gaH$maZo Ë`m§Zm gÝ_m{ZV Ho$bo Amho.
1931 gmbr Zmo_wam§Mm OÝ_ Pmbm VmoM EH$m a§J_§MH$bmH$mam§À`m
KamÊ`mV. OnmZ_Ü`o Zmoh, H$m~wH$s, ~wZamHy$ Am{U Š`moJoZ Aem Mma à_wI
a§Je¡br AmhoV. Zmo_wam `m§Mo Š`moJoZ_Yrb à{ejU KamVM AmOmo~m Am{U
dS>rb `m§À`m hmVmImbr Pmbo. dgoXm {dÚmnrR>mVyZ Ë`m§Zr OnmZr gm{hË`mMr
nXdr KoVbr.
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Ë`m§Mm a§J^y_rda n{hbm àdoe d`mÀ`m {Vgè`m dfuM "CËgw~moPmê$' `m ZmQ>H$mV EH$m N>moQ>çm _mH$S>mÀ`m
{n„mMr ^y{_H$m H$aÊ`mgmR>r Pmbm. {ejU nyU© Pmë`mZ§Va Ë`m§Zr nyU©doi ZmQ>H$mMm ì`dgm` H$obm. Š`moJoZMo
nma§n[aH$ ê$n gm§^miUo Am{U ZdZdrZ à`moJ H$aUo ho Ë`m§Zr Aì`mhV Mmby R>odbo. OnmZ_Yrb _hÎdmÀ`m
ZmQ>H$H$mam§Mr ZmQ>Ho$ Ë`m§Zr Ho$br, Ë`mMà_mUo eoŠg{nAaÀ`m "_oar dmB©ìhO² Am°\$ qdS>ga' `mMo Š`moJoZ e¡brV
ê$nm§Vahr Ho$bo. Ago AZoH$ à`mooJ Ë`m§À`m H$m`©H$mbmV Ë`m§Zr Ho$bo. AmOhr Vo a§J_§Mmda H$m_ H$aVmV.
OJ^a ZmQ>çà`moJ Am{U Š`moJZo À`m H$m`©emim `mV Ë`m§Mo àM§S> H$m_ Pmbo Am{U H$mo[a`m, MrZ `m~amo~aM
`wamon Am{U A_o[aHo$Vhr Ë`m§Zm ~mobmdUr Ambr. `m A§H$mV C„oI Agbobm Ë`m§Mm à`moJ Ho$ZoS>r g|Q>abm Pmbm.
Ë`m§Zm AZoH$ nm[aVmo{o fHo$ Am{U gÝ_mZ àmá Pmbo AmhoV. Ë`mM gdmoƒ
© nXdrMm C„oI Ama§^rM Ho$bm Amho.
hr _wbmIV AJXr _moOHo$ àíZ nmR>dyZ {_idbr Amho. Ë`m§Vrb àíZmoÎmam§Mm hm gmam§eê$nr AZwdmX :

S>m°. à^wUo
_mZgmHw$ Zmo_wam

S>m°. à^wUo
_mZgmHw$ Zmo_wam

S>m.° à^wUo

_mZgmHw$ Zmo_wam

S>m°. à^wUo
_mZgmHw$ Zmo_wam
S>m°. à^wUo
_mZgmHw$ Zmo_wam

: "M§ÐdbmoH$Z H$aUmam Am§Yim' ho ZmQ>H$ 2012 _Yrb A_o{aHo$À`m ^oQ>rV H$aÊ`mgmR>r H$m
{ZdS>bo ? Ë`mV {deof H$m` Amho ?
: _r Eaìhr {dZmoXr Š`moJoZ ZmQ>Ho$ Iyn H$aVmo. ho J§^ra Am{U Imob Ame` Agbobo _hÎdmMo
ZmQ>H$ `mdoir H$amdo Ago R>adbo. ho ZmQ>H$ _mZdr dmJUwH$sMm ~wÕrÀ`m nbrH$S>o AgUmam
^mJ àH$memV AmUVo.
: `m ZmQ>H$mMo {X½Xe©Z Am{U Ë`mV H$m_ H$aUo BVa ZmQ>H$m§À`m VwbZoV H$go dmQ>Vo ? Vw_À`m
_Vo Vw_Mo gdmªV CÎm_ ZmQ>H$ H$moUVo ?
: M§ÐmdbmoH$Z H$aUmam Am§Yim `m ZmQ>H$mV Am§Yim _mUyg ~Zë`mda _bm EH$ doJirM
_moH$irH$ {_imë`mgmaIo dmQ>Vo. _mUgmÀ`m ^bo~waonUmda A{YH$ gyú_nUo {dMma H$aVm
`oVmo. _r \$m°Šg Q´>°qnJ ho ZmQ>H$ Ho$bo Vo _bm gdmªV Mm§Jbo dmQ>Vo. H$maU Ë`mV _bm
Jwê$§ H$Sy>Z {_imboë`m V§ÌmV _r Zdr ^a Kmby eH$bmo Ago _bm dmQ>V.o Ë`mV _r a§JH$m¡eë`ohr
{dH${gV Ho$br Am{U Zdm AÝd`mW©hr emoYbm.
: Š`moJZo hr eara{Zð> e¡br Amho. _wIm{^Z`mnojm earambm Ë`mV _hÎd `oV.o `m_wio ZmQ>H$mMm
Ame` ì`º$ hmoÊ`mgmR>r A{YH$ _XV hmoVo H$m ? `mgmR>r {H$Vr H$mi à{ejU JaOoMo
AgVo ?
: Š`moJoZ {eH$V AgVmZm àW_ ZmQ>H$mMr g§{hVm qH$dm eãX nmoMdÊ`mMo {ejU {_iVo.
Ë`mZ§Va eara Am{U Ë`mZ§Va _wIm{^Z` Mm§Jbm "V`ma' ìhm`bm Š`moJoZ A{^ZoË`mbm
drg dfmªMm H$mbmdYr bmJVmo.
: ZmQ>H$ Am{U àojH$ `m§Mm g§~§Y H$gm Agmdm ? gh^mJmMm H$s dñVw{Zð> VQ>ñWVoMm?
: Š`moJZo _Ü`o gh^mJmbm _hÎd Amho. na§Vw H$mhr doim "Zmoh'à_mUo `mVhr dñVw{Zð> VQ>ñWVoMr
JaO AgVo.
: AmVmn`ªVÀ`m àíZmV Z Ambobm H$moUVm _hÎdmMm _wÔm Amnë`mbm gm§Jmdmgm dmQ>Vmo ?
: Š`moJoZ e¡br~Õ nÕVr Amho. eãX Am{U emar[aH$ hmbMmbr `m§Mo diU bmJë`mZ§Va
Š`moJoZ dmñVdmV CVaV§. _mÂ`m _Vo Š`moJoZ _mZdr OrdZmMm AmZ§XmoÒma Amho. OrdZmMo
ñVmoÌ Amho. Ë`mV gm¢X`© Am{U a§OZ `m XmoÝhtMm g_mdoe Amho. àojH$mbm hgdUo EdT>oM
Ë`mMo H$m_ Zmhr. _mZdr ñd^md gmd©{ÌH$ gmaIm Amho. Ë`mÀ`m gyú_N>Q>m g_OyZ KoVë`m
Va Ho$di ZmQ>H$mÀ`m à`moJmÀ`m doir XmIdë`m OmV Agboë`m B§J«Or nmQ>çm dmMyZhr
Š`moJoZMm AmZ§X na^mfr d naXoer a{gH$ bwQy> eH$Vmo Am{U Ë`mÀ`m _Zmbm ZmQ>H$ {^S>V§.
& Mansaku Nomura-San : The Kyogen Master & 187 &
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Rob Melrose is the Artistic Director and cofounder of the Cutting Ball Theater.
His directing credits for the company include this
season's Strindberg Cycle, Cutting Ball's festival of all
five of August Strindberg's Chamber Plays in new
translations by Paul Walsh Pelleas & Melisande, the
Bay Area Premiere of Will Eno’s Lady Grey (in ever
lower light); The Tempest; The Bald Soprano; Victims
of Duty; Bone to Pick and Diadem (World
Premiere); Endgame; Krapp’s Last Tape; The Taming
of the Shrew; Macbeth; Hamletmachine; As You Like
It; The Death of the Last Black Man in the Whole Entire
World; Mayakovsky: A Tragedy; My Head Was a
Sledgehammer; Roberto Zucco; The Vomit Talk of
Ghosts (World Premiere); The Sandalwood Box;
Pickling; Ajax for Instance; Helen of Troy (World
Premiere); and Drowning Room (World Premiere).
Translations include No Exit, Woyzeck, Pelléas and
Mélisande, The Bald Soprano, and Ubu Roi. He has
directed at The Guthrie Theater (Happy Days, Pen);
Magic Theatre (An Accident, World Premiere);
PlayMakers Rep (Happy Days); California Shakespeare
Theater (Villains, Fools, and Lovers); Black Box Theatre
(The Creature, World Premiere, BATCC Award for
direction), as well as Actors’ Collective; Alias Stage;
and Crowded Fire, among others.
He was the Public Theater’s artist-in-residence at
Stanford University, where he directed Troilus and
Cressida; Melrose directed Troilus and Cressida at the
Oregon Shakespeare Festival in association with the
Public Theater as part of OSF’s 2012 season, as well as
the Acting Company’s production of Julius Caesar at
The Guthrie.
He is a recipient of the NEA / TCG Career
Development Program award for directors. In spring
2010.

am°~ _obamoP `m§Mr S>m°. AéU à^wUo `m§Zr
KoVbobr _wbmIV
am°~ _obamoP ho H$[Q>¨J ~m°b {WEQ>a `m g§ñWoMo g§ñWmnH$ _§S>imMo
gXñ` AmhoV. Ë`m§Mr [X½Xe©H$ åhUyZ àXrK© H$maH$sX© AZoH$ AmYw{ZH$

Am{U A{^OmV ZmQ>H$m§À`m ê$nmV ZQ>bobr Amho. 2010 _Ü`o Vo ñQ>°Z\$moS>© {dÚmnrR>mV Am[Q>©ñQ> BZ ao{gS>oÝg `m
ZmË`mZo Ambo hmoVo. Ë`m H$mimV Ë`m§Zr Q´>m°`bg A±S> Ho${gS>m ho ZmQ>H$ [X½X{e©V Ho$bo. AmoaoJm°Z eoŠg{n`a
\o$pñQ>ìhb_Ü`o ho ZmQ>H$ Ë`m§Zr gmXa Ho$bo.
e¡j{UH$ H$mbI§S>
embo` d`mnmgyZ Ë`m§Zr ZmQ>H$ H$am`bm Am{U {eH$m`bmhr gwédmV Ho$br. nwT>o {àÝñQ>Z {dÚmnrR>mV Ë`m§Zm
Ý`y`m°H$© _Yrb AZoH$ `eñdr ì`mdgm{`H$ H$bmd§Vm§H$Sy>Z {ejU {_imbo. embo` H$mimVM Ë`m§Zr ñdV: {b[hboë`m
ZmQ>H$mV H$m_hr Ho$bo Am{U Vo ~gdbohr; na§Vw Ë`m§Zm [X½Xe©Z hr Jmoï> Iar AmìhmZmË_H$ dmQ>br. ñdV:M
[X½Xe©Z H$aV Agboë`m ZmQ>H$mV Ë`m§Zr ¹${MVM H$m_o Ho$br. [aMS>© \$moa_ZMo _m` hoS> dm°O A ñboOh°_a `m
ZmQ>H$mV Vmb_tMo pìh[S>Amo {MÌU KoD$Z Ë`m§Zr ñdV:Mo H$m_ Ho$bo. A{^Z`, [X½Xe©Z, g§[hVmboIZ, àH$me`moOZm
Am{U g_J« AmH¥${V~§Y `mV doJdoJù`m ì`mdgm{`H$ bmoH$m§Mm à^md Ë`m§À`mda nS>bm.
`m H$mimV noO am°Og© Am{U _obamoP `m§Zr EH$m CÝhmir {e{~amMm à`moJ Ho$bm. Ë`mV _ohZV nS>br VgoM
_hÎdmMo YS>ohr {_imbo. Ë`m§À`m g_mZ ZmQ>çào_mVyZ Am{U _¡ÌrVyZ EH$Ì H$m_ H$aV `wamon_Yrb a§J^y_rMm
Aä`mg `m H«$_mZo OmV AgVmZm AmnUhr EH$ g§ñWm H$mT>mdr ho {dMma gwê$ Pmbo.
"H$[Q>¨J ~m°b {WEQ>a' hr àm`mo{JH$ H$m_ H$aUmè`m§gmR>r Ë`m§Zr C^r Ho$bobr g§ñWm. H$mhr Zdo boIZ Am{U
H$mhr A{^OmV H$bmH¥$VtH$S>o Zdm Ñ{ï>jon, `mgmR>rM Vr gwê$ Ho$br. g°Z \«$mpÝgñH$mo_Ü`o àm`mo{JH$ a§J_§Mmbm
EH$ B{Vhmg Amho. A{^OmV ZmQ>H$m§Mr Zdr ê$no Ë`m§Zr H$adyZhr KoVbr. `mV Q>|noñQ> Mo \$m°B[S>`Z AÝd` bmdUmao
ZmQ>H$ \$º$ VrZ ZQ>m§H$adr gmXa H$aÊ`mV Ambo. g§ñWoMo Ü`o`M _wir `wamonÀ`m ~amo~arbm `oVbr Aer XO}Xma
gdmªJn[anyU© ZmQ>Ho$ H$aÊ`mMo. nwaoer Am{W©H$ pñWaVm ZgVmZm Ë`m§Zr hm à`ËZ Mmby R>odbm. `m g§ñWoV\}$ EH$
ZmQ>ç_hmoËgd hmoVmo. Ho$di àm`mo{JH$ ZmQ>H$m§gmR>r. Ë`mMo ZmdM _wir "[añH$ BO {Yg...' Ago Amho. a§J_§M^mfoMm
dmna {eim hmoVm H$m_m Z`o Am{U gVV ZdZdrZ à`moJ Pmbo nm[hOoV Am{U Ë`mgmR>r OmJm hdr, Vr `m
_hmoËgdmVyZ {_iVo. ~rOH$ënZm H$moUË`mhr àoaUoVyZ Ambr Var Vr nyU©{dH${gV ê$nmV `oB©n`ªV "H$[Q>¨J~m°b'
nmR>rer AgVo.
g§ñWoMo H$m_ Am§Vaamï´>r` ñVamdahr ZoÊ`mgmR>r à`ËZ Pmbo. gm§ñH¥${VH$ XodmUKodmUrMr Ñï>r R>odyZ ho H$m_
MmbVo. gd© àH$maMo à`ËZ H$ê$Z ZdVoMo, {dH$mgmMo ê$n H$mo_oOy Z`o hm _wÔm gm§^mim`Mm AgVmo.
^mfm§V[aV ZmQ>Ho$
d`mÀ`m AR>amì`m dfm©nmgyZ ZmQH$m§Mr ^mfm§Vao Ho$br. H$Yr hm¡g åhUyZ Va H$Yr JaO åhUyZ. gmÌ©Mo Zmo
EpŠPQ> ho Ë`mVbo n[hbo. ^mfm§Va H$aVmZm g_moaÀ`m A_o[aH$Z àojH$mbm _yi H$ënZm nmohmoMmdr `mbm àmYmÝ`
AgVo. ñdV: ZmQ>H$ {b[hÊ`mMm AZw^d A{U ^mfm§Va ho doJio AZw^d AgVmV. {d{eï> g§X^© Am{U {d{eï>
^m{fH$ diU Amnë`m ^mfoV CVadUo AmìhmZmË_H$ AgVo. ^mfm ~moOS> Pmbr H$s ZmQ>H$mbm nadS>V Zmhr.
^mfm§Va åhUOo XþYmMr VhmZ VmH$mda ^mJ{dÊ`mgmaIo dmQ>bo Var Ogo H$mhr _wimVyZ gwQy>Z OmD$ eH$Vo VgoM
H$mhr Zdo Amnë`m ^mfoVhr `oD$Z XmIb hmoVo.
"H$[Q>¨J~m°b'V\}$ Pmbobo à`moJ
BVa g_mOmVyZ Ooìhm ZmQ>H$ CMbbo OmVo Voìhm Ë`mbm ê$nm§Va åhUÊ`mV AW© ZgVmo. Vr Zd{Z{_©VrM
AgVo. Agm`bm hdr. X ~ëX gmoà°Zmo ho `mMo EH$ CÎm_ CXmahaU åhUVm `oB©b. am°~ _obamoP åhUVmV, ""Amåhr
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Ë`mÀ`m daMr VËH$m{bZmMr nwQ>o H$mTy>Z Q>mH$br Am{U ZdoM ZmQ>H$ V`ma Pmbo. nU AWm©V _wimVbo ê$n àË``mbm
`mdo BVHo$ gwaoI. bhmZnUr dJm©V _°JarQ> `m {MÌH$mamMo {dñ_`H$maH$ {MÌ nm[hbo hmoVo. Vmo n[aUm_ [H¨$dm
Xmbrgma»`m {d»`mV {MÌH$mamÀ`m {MÌmÀ`m Ñí`mË_H$VoMm emoY ¿`mdmgm dmQ>V am[hbm. Q>|noñQ> à_mUoM _°Š~oW
hr doJir Ñï>r R>odyZ Ho$bo. ZmQ>H$mMm àojH$mer AmË_g§dmX Pmbm nm[hOo. gd© Wmoa boIH$m§Zm ho gmYVo. V>o
a§J_§Mmda nH$S>Ê`mMm Amåhr à`ËZ H$aVmo.
[X½Xe©Z
_wimVrb ZmQH$mÀ`m à{V_m§Mo AmO AÝd` bmdVmZm Ë`m§Mr Ñí` ê$no H$er AgVrb, H$moUË`m a§J_§Mr`
V§ÌmZo Vr nmoM{dVm `oB©b `mMm {dMma _w»` AgVmo. àm`mo{JH$ ZmQ>H$ åhQ>bo H$s OmoIr_ Ambr. Xþ~m}YVoMm
Amamon Ambm. Q>rH$mhr AmbrM. àojH$mbmhr ho AmìhmZ ñdrH$mam`bm ho H$m_ àd¥Îm H$aVo. `wamoner VwbZm H$aVm
A_o[aH$Z àm`mo{JH$ a§J_§M A{YH$ ñdmJVerb Am{U OZ{à` nm°n g§ñH¥$Vrbm gm_mdyZ ¿`m`bm V`ma Amho.
"H$[Q>¨J~m°b'À`m H$m_mV ho à_mU H$_r Agbo Var A_o[aH$Z g§X^m©V Vo eŠ` Amho. _mÌ AmO dma§ Ag§ Amho H$s
YmS>gr d¥Îmr àojH$m§Vhr AmQ>V Mmbbr Amho Am{U Am{W©H$ VmUhr dmT>V AmhoV.
About School Level Activities :
Arun

: Do you remember at what age you started taking interest in the
drama activity? What was the nature of activities at that time?
In how many dramas you had acted at school/college level?
Rob Melrose : I was about 12. I was in acting classes in high school and directed
and wrote plays as well. Acted in about 12, directed 8 and wrote 4.
Arun
: Who was your guide in this field at the school level? Is there any
impact of the guide or his/her guidance on your mind or acting?
Please explain.
Rob Melrose : In high school, I had a wonderful teacher who had been an actor at
the Guthrie theater. At Princeton University, I was taught by a number
of theater professionals who lived and worked in New York since it
was only 40 minutes away by train. This was very helpful because
working professionals are able to teach the most up-to-date skills.
Arun
: When did you come to know that you are interested in acting as
well in directing? Which was the first play in which you acted
and that you directed as well?
Rob Melrose : I wrote a play in high school and was given permission to direct it at
my high school. The experience of directing was very challenging
but very rewarding as well. I fell in love with it.
I have only directed myself a couple of times as an actor. It is
very hard. I did an adaptation of Matzukase in which I played the
chorus and then I did Richard Foreman’s My Head Was a
Sledgehammer in which I played the professor. For Sledgehammer, I
videotaped rehearsals.
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Arun

: Who was your guide in this field at college level? Is there any
impact of the guide or his/her guidance on your mind or acting?
Rob Melrose : Brian McEleny for acting. Elinor Rensfield for directing. Alberto
Innaurato for playwriting. Dawn Chiang for lighting design, Susan
Hilferty for design. They were all working professionals and were
extremely helpful.
Arun
: What were your thoughts about drama during your college/
university days? Did you dream in your college/university days
about establishing a theatre company?
Rob Melrose : Paige and I ran the Princeton Summer Theater one summer while we
were in college. It was a difficult experience but we learned a lot.
Even in college, I was interested in experimental theater and
absurdism.
Arun
: When did you and Paige Rogers come together? What type of
discussions took place between both of you regarding the
establishment of Cutting Ball Theatre?
Rob Melrose : Paige and I met in 1988 when I was an incoming freshman at
Princeton. We were married in 1993. We talked about theater all the
time, but didn’t start talking about starting a theater until we were on
a post graduate grant to Europe in 1996. Seeing European theater
was eye-opening for us and got us excited about what was possible
in the theater.

About Cutting Ball Theatre Activities :
Arun

: “An experimental theater committed to nurturing new work and
revisioning the classics, Cutting Ball was founded by Minnesota
classmates and friends Rob Melrose and Paige Rogers at a time
when many of the critics in San Francisco were bemoaning a
dearth of cutting-edge productions.” – by Robert Sokol in the
article Keeping the ball in the air *
Please explain how could you breathe a new life to cutting-edge
productions? How could Cutting Ball theatre contribute to giving
a new life to cutting-edge productions?
*Reference: http://www.sfexaminer.com/entertainment/keeping-ballair
Rob Melrose : San Francisco has a wonderful history of experimental theater and
when we arrived most of the experimental theaters had closed. It was
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Arun

:

Rob Melrose :

Arun

:

Rob Melrose :

Arun

:

a good time to start an experimental theater because there wasn’t
much around at the time.
“Co-founded in 1999 by husband and wife team Rob Melrose
and Paige Rogers, Cutting Ball Theater presents avant-garde
works of the past, present, and future by re-envisioning classics,
exploring seminal avant-garde texts, and developing new
experimental plays.” – by BWW News Desk in the article Cutting
Ball Theater Presents Euripides' HELEN 4/21.*
Please explain in detail with examples, how you develop new
experimental plays from classics? How the classics get new life
in new form? How the classics give suggestive new meaning?
*Reference: http://sanfrancisco.broadwayworld.com /article / Cutting
Ball Theater Presents Euripides HELEN 421 20090220 #
ixzz1nMWBVt1J
We commission new translations and adaptations of classical plays
and stories. Bone to Pick for example is Eugenie Chan’s post-modern
adaptation of the Ariadne myth.
We also do new takes on classic plays. We did Shakespeare’s
The Tempest set at a psychiatrist’s office at the bottom of a swimming
pool. It was a Freudian interpretation of the play with three actors.
Melrose and Rogers “debated about where to found a theater
company with the goal of creating work of the same daring, rigor,
arresting design and production values as the plays they had seen
in Europe.” from Cutting Ball Theatre website (About us) *
In your perspective, could you achieve your goal so far? Please
write in detail.
* Reference: http://cuttingball.com/about/
We are still working of course, but so far we are pleased with how
much we have been able to achieve of this goal even with limited
budgets. European theater is very well funded and they have lots of
resources. Still, we have been able to stay connected to European
theater and have worked hard to do work of a similar style and quality
on a smaller scale…and of course our work has an American
sensibility – Bone to Pick set in the American South for example.
“ ‘Risk is This…’ The Cutting Ball New Experimental Plays
Festival is one of the only play festivals in America solely dedicated
to experimental works for the stage.” From Cutting Ball Theatre
website*
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What is the concept behind this festival? And, what is the nature
of this festival? How is the response of participants and audience?
Please write in detail about the ‘Risk is This …’ festival.
*Reference: Theatre Ball website http://cuttingball.com/season/1011/
risk-is-this-2011/
Rob Melrose : At Cutting Ball, we have a program called the New Experimental
Plays Initiative (NEPI) which includes ‘RISK IS THIS...’ The Cutting
Ball New Experimental Plays Festival, our commissioning program,
and our full productions of new plays. ‘RISK IS THIS’ is a new play
festival we created specifically to support the future Samuel Becketts,
Gertrude Steins, and Suzan-Lori Parkses out in the world. We wanted
to have a selection process that was specifically geared for finding
those risky, challenging plays experimenting with form and then to
create a working model that best supporting them. We made our
reading committees small and made up with people who knew their
task was to find writers who were doing challenging work. Then we
set up our festival to be less about giving advice to playwrights about
how to change their play and more about giving the plays a week of
rehearsal in which the directors, designers and actors are all trying
their best to discover the performance vocabulary that best suits the
play. We don’t put a lot of focus on rewriting but put more on trying
to get at what the playwright is doing. At the end of the week, we do
a staged reading with paper designs (drawings, models). Putting this
energy on realizing the kind of theater the playwright is creating, we
have found is more helpful to doing experimental work than having
everyone give opinions about how to change the play. NEPI was
created to make a continuous line from commission through ‘RISK’
to full production with workshops in between to support the
development of each play according to its specific challenges and
needs. This means that no two development processes are alike and
we have been able to support from conception to production projects
diverse as a play inspired by the a cappella harmonies and Grotowski
movement of Poland’s Theatr ZAR (Tontlawald), a documentary
theater piece about our neighborhood (Tenderloin), and a dense
language-rich one woman exploration of the myth of Ariadne and
the Minotaur (Bone to Pick). Cutting Ball is all about writers and
directors who are experimenting with form. These means that even
the classic work and seminal avant garde work we do is asking our
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Antero Alli is the director/founder of ParaTheatrical
ReSearch, a center for group paratheatre work in Berkeley,
California USA where he resides. Antero has been creating
original performance works using paratheatre processes
since 1977 and, producing feature-length art films since
1993. Alli’s 2005 docufiction feature, “The Greater
Circulation”, incorporates a paratheatre performance in
a critically acclaimed cinematic treatment of poet Rainer
Maria Rilke’s epic lament, Requiem for a Friend. His
2008 experimental feature, The Invisible Forest (2008;
111 min.) resurrects the radical ideas of French Surrealist
playwright, Antonin Artaud. Alli’s extensive paratheatrical
research is also documented in his book, Towards an
Archeology of the Soul (Vertical Pool, 2003) and in three
videos, Crux (1999), Orphans of Delirium (2004), and
Para Theatrical ReSearch, circa 2012 (2012). Visit his
websites at :
www.paratheatrical.com
www.verticalpool.com



Paratheatre :
Interview with
Antero Alli
by Dr. Arun Prabhune

A°ÝQ>oamo A°br ~H©$bo, H°${b\$mo{Z©`m, A_o[aH$m `oWo H$m_ H$aVmV.
"n°am{WEQ>a g§emoYZ H|$Ð' hr Ë`m§Mr g§ñWm a§JH$_uÀ`m _wimer AgUmao
_mUgmMo ^mZ KS>dÊ`mMo H$m_ H$aVo. 1977 nmgyZ Ë`m§Zr n°am{WEQ>a
n«`moJemim§_YyZ KS>dbobo g¥OZerb à`moJ gmXa Ho$bo AmhoV. 1993
nmgyZ Ë`m§Zr nyU© bm§~rÀ`m H$bmË_H$ {MÌnQ>m§Mr {Z{_©Vrhr Ho$br Amho.
2003 gmbr Ë`m§Zr Q>modS>©g A°Z Am{H©$Am°bm°Or Am°\$ X gmob ho nwñVH$
àH$m{eV Ho$bo. Ë`m§À`m H$mhr pìh{S>Amo {\$ëåg AmhoV.
OPu J«moQ>moìhñH$s hm à»`mV nmo{be {X½Xe©H$ {dgmì`m eVH$mÀ`m
CÎmamYm©V a§JH$_m©{df`rÀ`m {dMmamV _moR>o ~Xb KS>dUmam H¥${Verb
{dMmad§V. Ë`mZoM "nwAa {WEQ>a' Am{U "n°am{WEQ>a' `m g§km a§JH$_©{df`H$
{gÕm§VmV XmIb Ho$ë`m. a§J_§M àñVwVr_Ü`o a§JH$_u Am{U àojH$ `m§À`mVrb
gr_maofm Yyga hmoD$Z Ë`m OmJr WoQ>nUo emara g§XoedhZ Am{U g§doXZm§Mm
ì`dhma ìhmdm Aer hr _yi H$ënZm. A°br `m§À`m _wbmIVrVyZ `m
{dMmamnmgyZ nwT>o OmD$Z Ë`m§Zr ñdV: Á`m "à`moJemim' {dH${gV Ho$ë`m
Ë`m~Ôb {dñVmamZo gm§{JVbo Amho.
EImÚm `mVw{dYrMo ~bñWmZ Ë`m_mJrb ÑT> {dœmgmV AgVo. ho
H$_©H$m§S> Ho$ë`mZo Amnë`mda Am{U H$Yr AÝ` CnpñWVm§dahr {d{eï>

n[aUm_ KSy>Z `oB©b, ~Xb KS>ob Agm hm {dídmg AgVmo. Ë`m_wio bmoH$g§ñH¥$VrV AWdm Ym{_©H$ {dYt_Ü`o
nwZamd¥Îmr, Am¡nMm[aH$Vm, H¥$VtMm R>ard H«$_ Aer d¡{eîQ>ço AmT>iVmV. n°am{WEQ>a_Ü`o H$_©H$m§S>m{dZm H$moUË`m
H¥$Vr ñdV:À`m D$Om©g§MbZmda Am{U CnpñWVm§da n[aUm_ KS>dVmV `m§Mm emoY KoÊ`mgmR>r EH$ àH$maMr gmYZm
Ho$br OmVo. nyd©{b{IV ZmQ>çg§{hVm qH$dm {d{eï> ì`{º$aoIm `m§Mm {VWo g§~§Y ZgVmo. `m_wio ho gd© H$_© _y{V©^§OH$
ñdê$nmMo Am{U gd©Wm doJio Amho. ñdV:À`mM earamV hmoUmao D$O}Mo Am{dîH$ma Am{U Ë`m§Zm Hw§${R>V H$aUmao
ñdV:À`mM KS>UrVbo KQ>H$ `m§Mm emoY Am{U {Zamg ho `m à`mnJemioMo hoVy. `m_wio àojH$gmnojVm qH$dm
àojH$eaUVm `mnmgyZ `m à`moJemioVyZ nwT>o `oUmar àñVwVr _wº$ AgVo.
`m à`moJemioV gm_rb hmoUo hr gd©ñdr Ë`m ì`º$sMr O~m~Xmar AgVo H$maU ñdV:À`m Imobda emoYmÀ`m
à{H«$`oV Oo H$mhr g_moa `oB©b Ë`mbm Vm|S> XoÊ`mMr _mZ{gH$ VmH$X Agmdr bmJVo. EH$Xm `m gmYZoV gh^mJr
hmoÊ`mMo R>adë`mda Or ~m§{YbH$s {Z^mdmdr bmJVo Vrhr nobÊ`mMr eº$s Agmdr bmJVo. Omo H$mi `mgmR>r
bmJVmo Ë`m H$mimV ì`º$sbm Am{W©H$ {dd§MZm§Zr ÌñV ìhmdo bmJUma Zmhr `mMrhr h_r Agmdr bmJVo. Omo H$mi
`mgmR>r bmJVmo Ë`m H$mimV ì`º$sbm Am{W©H$ {dd§MZm§Zr ÌñV ìhmdo bmJUma Zmhr `mMrhr h_r Agmdr bmJVo.
ñd`§{ZU©` Am{U {Zð>m VnmgyZM `m à`moJemioV àdoe {_iVmo. `mV nmM Q>ßß`mVrb emar[aH$ CÎmoOZm, ñdV:Mm
emoY ñdV: KoÊ`mMo V§Ì, "ê$neyÝ`Vm' àmá H$aUo, Aem Jmoï>tMm g_mdoe Amho. Ë`mVyZ ñdV:À`m Ah§H$mamMm
bmon, ñdV:À`m AmVë`m JmR>tMm ~moY Am{U Imob AZw^yVrbm gm_mdyZ AmË_^mZ A{YH$ Vab H$aÊ`mMr
à{H«$`m Mmby AgVo. `m à{H«$`oMm Vnerb `m _wbmIVrV Amho.
ñdV:À`m Am`wî`mVrb Y¸$mXm`H$ AZw^dmZo ñdV:À`m _mÜ`_mÀ`m {ZdS>rV Pmbobm ~Xbhr Ë`m§Zr gm§{JVbm
Amho. a§J_§M àñVwVrMo doJionU, boIH$mMo Am{U g§{hVoMo ñWmZ, {MÌnQ>_mÜ`_mÀ`m eŠ`Vm `m{df`rMr Ë`m§Mr
_Vohr `mV Amnë`mbm dmMVm `oVmV.
A. Introductory Questions:
Arun : What is paratheatre?
Antero : The term “paratheatre” was coined by the late Polish theatre director, Jerzy
Grotowski, to address a dynamic visceral approach to performance that aimed
to erase traditional divisions between spectators and performers. Grotowski
also executed a form of group paratheatre outdoors in the forests of Poland
as non-performance events, a topic discussed at length in Louis Malle’s
groundbreaking film, My Dinner with Andre.
Arun : What is the philosophy behind paratheatre?
Antero : I doubt Grotowski held any fixed beliefs or dogmas about paratheatre but I
am happy to share my own views. To be clear, I am no scholar or historian
of paratheatre. All my significant paratheatre knowledge has been derived
from creating, participating in, and directing paratheatre groups since 1977.
I interpret the word “paratheatre” loosely as “in the theatre but not of the
theatre”.
Paratheatre provides an outsider context by positing a non-performance
workspace where the pressure to perform is released and replaced by selfcreated pressures affording greater access to, and expression of, the internal
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landscape. Liberated from the external pressures to perform or to impress
an audience, the performer engages the arduous self-work of exposing and
dismantling obsolete habit patterns, skill sets, and training that may have
caused creative stagnation and the corruption of spontaneous self-expression.
The overall intention of paratheatre is to expand the capacity for direct
experience and open up the playing fields of creation so that the performer
may return to their Art with renewed awareness, integrity, and autonomy.
Why did the concept of paratheatre come to life?
Paratheatre was born in response to an epic stagnation in modern theatre
and an emerging need to create and develop a process and a method for its
revitalization.
How is paratheatre different from traditional theatre?
Traditional theatre depends on a script and an audience. It also imposes an
arbitrary division between audience and performer, what is known as “the
fourth wall”. Though paratheatre can certainly occur without an audience,
especially in the initial training processes, when an audience is present all
arbitrary divisions are soon exposed and dissolved. The audience becomes
an integral aspect of the performance itself. Along with these differences we
must also include the fact that paratheatre is chiefly a physical, kinetic
medium that can function independently of the memorization of text and
script, though it can also utilize these conventions when necessary.
Traditional theatre remains bound to verbal communication and depends on
audience response to determine its ultimate value.
Please describe the ‘ritual’ concept in paratheatrical.
I look at ritual as any action or series of actions capable of triggering or
catalyzing a specific transformative influence on the actor or doer that
sometimes also impacts the immediate audience. This idea of ritual is
decidedly iconoclastic and metamorphic by nature, rather than formal and
repetitive as with more traditional or liturgical ideas of ritual. Iconoclastic
ritual also eliminates the traditional ritual paraphernalia of robes, hats,
incense, symbols, and the invocations of occult deities and god forms in lieu
of unleashing creative forces originating in the body itself. Often times
these forces carry their own images and symbols from the personal and
collective unconscious but the rituals themselves are not dictated by them.
Iconoclastic rituals are dictated by the hidden sources behind and beyond
images and symbols in the concept-free zones of gnosis, or direct perception,
that awareness that functions free of the automatic assignment of labels,
meanings, and other arbitrary divisions imposed by the thinking machine.
If and how did Antonin Artaud’s Theatre of Cruelty influence
paratheatre?
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Antero : Artaud was a mad genius poet in this world but not of this world. His
revolutionary ideas certainly count as a major influence in paratheatre and
theater alike. Artaud’s chief contribution was his revolt against what he saw
as the death of theatre in a dead culture that he vowed to resurrect. Though
Artaud never had the financial means, the mental health, or the external
support to see his radical visions into fruition, the potency of his seed ideas
continue to advance the culture of paratheatre and theatre forward to this
day. The following quotes are excerpted from Artaud’s seminal book, The
Theatre and Its Double :
“Gifted actors find by instinct how to tap and radiate certain powers;
but they would be astonished if it were revealed that these powers,
which have their material trajectory by and in the organs, actually exist, for
they never realized that these sources of energy actually exist in their own
bodies, in their organs.”
“Psychology, which works relentlessly to reduce the unknown to the
known, to the quotidian and the ordinary, is the cause of the theater’s
abasement and its fearful loss of energy, which has finally reached its lowest
point.”
“If our life lacks a constant magic, it is because we choose to observe our
acts and lose ourselves in consideration of their imagined form instead of
being impelled by their force. No matter how loudly we clamor for magic in
our lives, we are really afraid of pursuing an existence entirely under its
influence and sign.”
Arun : Why and how is psychology related to paratheatre?
Antero : Paratheatre, as I know it, is not psychological in that literal sense of
searching for meaning or seeking psychotherapy to face and heal childhood
traumas or solve our mental problems. Unlike traditional psychology,
paratheatre does not and cannot offer any true diagnosis of, or treatment
for, psychological problems. Paratheatre, as I practice it, can reflect
psychology in the Jungian sense through a highly visceral application of
Jung’s active imagination technique where interaction with the Archetypes
is not merely a passive mental or verbal event but a physical embodiment
and expression of archetypal presence and energies.
In this way, paratheatre may actually harken back to ancient shamanic
animistic practices of summoning and banishing spirits. In paratheatre
training, we learn to become as vessels for the expression of archetypal
forces and their presence through us, through the physical and energetic
bodies, as movement, sound, gesture, dance, and characterizations. The
universal archetypes we create rituals for include The Self, The Shadow,
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The Anima, The Animus, The Dream, The Five Elements (Earth, Water,
Fire, Air, Aether), and The Muses. True to form, additional archetypes
often appear when we’re not looking and act on us and throughut, without
our permission or approval. Such is the way with the Unconscious.
Arun : Please comment on the role of playwright in paratheatre.
Antero : Though there are exceptions, I see the role of playwright very limited
in paratheatre. I think playwrights are best married to theatre. Though
I personally have never relied on a playwright for any paratheatrical
performance, I have incorporated poetic text (by Rainer Maria Rilke,
Samuel T. Coleridge, and Antonin Artaud) as oblique narratives to frame
the often convulsive, spontaneous eruptions common to paratheatrical
performances. In one way, paratheatre performance is a kind of theatre of
Presence or a theatre of Forces and so the playwright must be careful not to
kill the spirit of paratheatre with too many words or an overly literal writing
style. I think paratheatre may require a more poetic contextualization to
serve its more anarchistic nature, aims and tendencies. I have written a series
of stage plays that incorporate paratheatre processes and techniques but I
have never written an entire stage play to serve these purposes. I suppose
if a playwright could relax their desire for controlling the outcome of their
play, it might work to compose a kind of paratheatre play.

B. Questions on Alli’s ParaTheatrical ReSearch laboratory :
Arun : What is ParaTheatrical ReSearch?
Antero : The term “paratheatre”, like the term “theatre”, demands periodic updating
and redefining to serve the developing contexts of its practice and its
practitioners. The paratheatre medium I have been developing with others
posits an a social approach to group ritual dynamics that implements
techniques of physical theatre, dance, song, and Zazen to access and express
the internal landscape. Though inspired by Grotowski’s vision of
paratheatre, this medium makes no pretense of following or replicating
Grotowski’s example. In tribute to Grotowski, I call my work Paratheatrical
Research (also the title of a video document to be released in the Fall of
2012 that presents this paratheatre work; for details visit
www.paratheatrical.com/circa2012.html ).
Arun : How does paratheatrical research work? What types of experiments
are performed in this work?
Antero : Entry into a Para Theatrical Research Lab starts with a personal interview
to determine whether or not the candidate is stable enough to afford the
often destabilizing and volatile influence of paratheatre work. Participatory
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Circles (1975), a 2-act nonverbal play with music and tap dance with
eight silent characters portraying diverse aspects of one individual
reacting to a series of outside interruptions and shocks. A year later, I directed
and performed in a production of e.e.cummings 3-act poem play,
Him (1976). In 1977, I wrote, directed, and performed in Coronation at
Stillnight, a 2-act play incorporating paratheatre, theatre, mime, and
chorus (music by Monteverdi). 1978 was a busy year where I directed a
paratheatrical treatment of poet William Blake’s Songs of Innocence and
Experience and then, I wrote and directed The Conjunction, a modern
alchemical mystery play incorporating paratheatre, ballet, and chants spoken
in Latin. For the next two years, I wrote music and songs for The Frozen
Beauties, a punk rock band where I also played guitar. In 1982, I directed
Where I?, a mimetic treatment of Robinson Jeffers’ poetry. In 1983, I
wrote, directed, and performed in Chapel Perilous, a 2-act dream play
about two lovers bound to the Anima/Animus archetypes (also portrayed by
performers).
Between 1983-1988, I took a break from public performance and wrote
four books (currently either in print or their revisions published.
www.verticalpool.com/books.html)
In 1989, I returned to theatrical performance in Animamundi, a duet
with Julliard dancer Camille
Hildebrandt, based on the mythos of
Orpheus and Eurydice. In 1990, I
directed Crossing the Water a
paratheatrical performance treatment
of Sylvia Plath’s poetry and then, a
dramatic treatment of Rainer Maria
Rilke’s, Requiem for a Friend (which
I later returned to in my 2005 film,
“The Greater Circulation). In 1992,
I directed “Mass of the Iconoclasts”
a large ensemble paratheatrical
performance incorporating live
music and chorus. It was during this
performance that my daughter
suddenly passed away, forcing many
changes in my life, which included
a shift away from theatre towards
The Greater Circulation (1992)
cinema. I did write and direct one
more 2-act stage play, The Hungry
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Ghosts of
Albion in 1999
incorporating dance, paratheatre and
live music.
After
that,
I
withdrew from theatre entirely to
focus on paratheatre (in private and
in performance) as a creative
resource for generating visions for
my films.
Since the year 2000, my public
art shifted significantly from theatre
to cinema. My last three feature
The Hungry Ghosts
movies, The Invisible Forest (2008), “To Dream of Falling Upward” (2011)
and Flamingos (2012) were all inspired by specific paratheatre vets labs.
The last two films explored charged trinities and their combined interactions
with the Muse archetype. To Dream of Falling Upwards was shaped by the
rchetypal trinity of Magus, Shaman, and Clown. This trinity informed a
story of an urban sex magickian whose hotheaded apprentices were assigned
the ego-corrosive ritual of going into business as clowns. Meanwhile, this
Magus suffered the misfortune of demon possession, a vexing occult problem
that could only be solved with the outside assistance of a female Shaman.
Flamingos was also inspired by a paratheatre vets lab involving
charged trinities and their combined interactions with the Muse archetype.
Rather than informing characters, however, this time the triptych manifest
as three locations or “zones”: a seedy motel room, an attorney’s office,
and a kind of metaphysical bardo zone. The actual physical locations (the
sets) were chosen for their specifically restrictive limitations to convey the
pressures I felt in my attempt at containing the anarchic, unpredictable
dictates of the Muses. Once these three zones were established the story and
characters appeared, as if out of the blue: twin sisters in love with the same
man, an outlaw bank robber married to one sister but in love with the
other. The stage was set for high drama, suspense, revenge and mystery.
My 2008 film, The Invisible Forest, was inspired by two years of
paratheatre vet Labs dedicated to what we call “the dreaming ritual”,
choreography of movements originating in and recalled from our night
dreams. The aim of these dreaming rituals? To evoke the power and
presence of The Dream archetype— the emotions, the images, the mystery
— while fully awake and physically active. The impact on my psyche was
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Yuriko Doi was born in Tokyo on August 13, 1941.
And she was introduced to Japanese traditional theater,
Noh and Kyogen, at an early age and pursued this interest
by obtaining M.A. s in Drama from both Waseda
University in Tokyo and San Francisco State University.
She also was instructed by the most esteemed masters of
Kyogen and Noh; National Human Treasure, Mansaku
Nomura, Shiro Nomura and Yukio Ishida in Japan.
She is a recipient of Folk Arts Fellowship of the
National Endowment for the Arts, the NEA Expansion
Arts, the Bay Area Theater Critics Circle Outstanding
Achievement Award for the direction of Kokoro/True
Heart and for the choreography of Pacific Overture and
many other awards. She is a Kyogen and Noh teacher,
performer, choreographer, director and mother of two sons,
Dylan and Bryan Walker.
In 1978, Ms. Doi founded a theater company, Theatre
of Yugen, in San Francisco. She was the Artistic Director
and Producer for 23 years up to 2001. During that time
the company procured its own theater space, Noh Space
in 1991. And it has produced 65 different productions
and provided performing space for numerous Bay Area
and International Artists.
As an ensemble member of Young Audiences Inc. and
Santa Cruz Cultural Center, Theatre of Yugen lead by Ms.
Doi gave Kyogen performances numerous times in
elementary, middle and high schools in San Francisco Bay
Area and Santa Cruz area for many years.
Ms. Doi also gave Kyogen Lectures and
Demonstration, workshops and performances in English
with Theatre of Yugen at colleges, universities and
museums in; 16 states and Canada, New Zealand,
Australia, Japan and Turkey. She also has sponsored US
performances and tours of many performing artists and
groups from Japan.
Ms. Doi has directed more than forty five plays with
Theatre of Yugen and Velina H.
Houston’s Tea and Fay and Michael Kanin’s
Rashomon with Theatre Works in Palo Alto, CA. The

plays include Kyogen comedies, a Noh play in English, modern Noh plays like Down
the Dark Well, Japanese modern plays such as Dog God, Elephant, and Western plays :
Media, Purgatory, Waiting for Godot, and Noh Christmas Carol using Japanese
traditional theater technique and aesthetics.
Ms. Doi also choreographed and served as a movement director for Theatre Works’
Pacific Overtures by Stephen Sondheim, Nagasaki Dust and Far East, Old Globe
Theatre, San Diego’s The Gate of Heaven by Lane Nishikawa and Victor Talmadge
and its tour to Annenberg Theatre (PA) and Ford Theatre (W. DC) and Pacific Overtures
in Cincinnati Playhouse (OH), Alliance Theatre Company (GA) and the North Shore
Music Theatre (MA).
She has worked with playwrights Carol Sorgenfrei and Erik Ehn in creating new
works such as Blood Wine, Blood Wedding, Crazy Horse, and Moon of the Scarlet
Plums, which are hybrid productions of Kabuki and Flamenco dance and Japanese
Noh and Native American theaters. In 2005, Moon of the Scarlet Plums was invited by
the Aichi World Expo to perform in Japan, and afterward made a U.S. national tour.
In 2008 she danced kyôgen komai and was honored by her teacher, National Human
Treasure Mansaku Nomura, who sang for her at the Hosho Noh Theater in Tokyo.
Most recently, she performed an old woman role in Theatre of Yugen’s 30th Anniversary
Performance of Voltaire’s Candide and the shite role in a Kyogen play. Then she directed
and performed in Innovations in Noh Tradition to celebrate the Year of Japan in Turkey
and also for the San Francisco Kanrin-maru 150th Anniversary.
In 2012, she is preparing to direct an interdisciplinary production of Mystical Abyss
based upon myths from the Iroquois nations and Japanese creation myths.

lr_Vr `w[aH$mo S>m`o `m A_o[aHo$V ñWm{`H$ Pmboë`m OnmZr [X½X{e©H$m AmhoV. d`mÀ`m AR>amì`m dfm©nmgyZM
ZmQ>H$mMm Ü`mg KoD$Z OnmZ_Yrb à{VHy$b n[apñWVrbm gm_moa§ OmV AgVmZmM Ë`m§Zr A_o[aHo$V OmD$Z {VWo
H$moUË`m g§Yr {_iVrb `mMm emoY KoVbm. OnmZ_Yrb dgoS>m {dÚmnrR> Am{U A_o[aHo$Vrb g°Z \«$mpÝgñH$mo ñQ>oQ>
`w{Zìh{g©Q>r `m XmoÝhr {dÚmnrR>m§Mr E_. E.Mr nXdr Ë`m§Zr g§nmXZ Ho$br Amho.
`m _wbmIVrV Ë`m§Zr A_o[aHo$V `oD$Z OnmZr ZmQ>çV§ÌmMm {_bm\$ H$ê$Z EH$ Zdm a§Jg§J_mMm à`moJ H$gm
gwê$ Ho$bm ho Ë`m§Zr {dñVmamZo gm§{JVbo Amho.
OnmZr a§J_§Mmda H$m~wH$s, Š`moJoZ Am{U Zmoh² ho VrZ _w»` nma§n[aH $àH$ma AmhoV. ñdV:Mo g_H$mbrZ
Om{Udm§er {^S>Umao Am{U EH$m {ZpíMV _yë`dñWoer ~m§Yrb AgUmao a§JH$_© hm Ë`m§Mm Am`wî`^amMm Ü`mg
Amho. OmJ{VH$ em§Vr Am{U _mZd_mÌmMr g_mZVm ho Ë`m§À`m qMVZmMohr {df` AmhoV. A_o[aHo$Vrb _yiMo
Am[Xdmgr Am{U Ë`m§Mr g§ñH¥$Vr, gÜ`mÀ`m A_o[aHo$Mr g_H$mbrZ J{V_mZ g§ñH¥$Vr Am{U OnmZMr XrK© na§naoZo
g_¥Õ Agbobr Am{e`mB© d¡{eîQ>çm§Mr g§ñH¥$Vr `m {VÝhr Jmoï>tMm {_bm\$ Ë`m§Zr [X½X{e©V Ho$boë`m Mmirgnojm
A{YH$ ZmQ>H$m§_YyZ [XgyZ `oVmo. {_bm\$mMo V§Ì åhUOo ZwgVr ^oi Zìho Va EH$m Am{dîH$ma g§H$ënZobm Yê$Z
`oUmao g§ñH$mad¡^d Am{dîH$mamÀ`m Q>ßß`mV AmUÊ`mMo H$m_ Amho Ago Ë`m gwMdVmV.
Ago H$m_ H$aVmZm OnmZr V§ÌmMr gmYZm Ë`mVrb A{^Z`mMo V§Ì _wIdQ>o Am{U Ë`m§À`m dmnam_mJrb
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{dMma VgoM âb°_|H$mogmaIr `wamonr` na§Vw A_o[aHo$V àM{bV Agbobr e¡br BË`mXr AZoH$ Vn{ebm§~m~V Ë`m§Zr
ñdV:Mo {dMma _m§S>bo AmhoV.
Ë`m§Mo ì`mdgm{`H$ Am`wî` A_o[aHo$V KS>bo Agbo Var Ë`m§Mr _yi OnmZr g§ñH¥$VrV Pmbobr KS>U Am{U
Ë`mda Pmbobo AmYw{ZH$ {dMmam§Mo g§ñH$ma `mMm EH$ YmS>gr Am{U ñdV:darb {dídmgmÀ`m ~imda Ho$bobm
OrdZàdmg OnmZ Am{U A_o[aH$m `m XmoÝhr [R>H$mUr MmbVmo. Vmo d¥Îmm§V dmMVmZm AmYw{ZH$ OJmVrb AZoH$
gm§ñH¥${VH$ C§~aR>o Amobm§S>VmZm _[hbm§Zm H$amì`m bmJboë`m g§Kfm©Mr AmR>dU hmoVo. OnmZr g_mOmV _[hbm§Zr
a§J_§Mmda OmÊ`mMm à{V~§Y, a§J_§Mmdarb ^y{_H$m§_Ü`ohr órnmQ>u nwéfZQ>m§Mm à^md Am{U AmYw{ZH$ Om{Udm§er
àm_m{UH$ amhÊ`mMm _mJ© hr gJirM EH$ àH$maMr H$gaV Ë`m§Zr Ho$bobr Amho ZdrZ nm`§S>o nmS>bo AmhoV.
a§J_§MmMo {díd g§J_e¡brZo g_¥Õ Ho$bo Amho.
Arun
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Arun
Yuriko
Arun
Yuriko
Arun
Yuriko
Arun
Yuriko
Arun
Yuriko

Arun
Yuriko

Arun
Yuriko

: I am Dr. Arun Prabhune, adviser to the literary periodical
‘Aksharvangmay’ in India. Presently I am a visiting scholar at Stanford
University. We are here with Yuriko Doi, who founded the Theater of
Yugen in San Francisco in 1978. She is as actor, and has directed more
than 40 plays. Now we will start our interview. First of all, I would like
to ask you a few introductory questions.
: Sure, that’s fine.
: May I know your full name?
: My official full name is “Yuriko Doi Walker,” but I professionally use “Yuriko
Doi.”
: May I know your age?
: My age is 70. Lucky one! [Yuriko laughs]
: Seven zero. Only.
: Yes, seven zero only.
: And, you are working and producing drama.
: Right.
: Could you tell us about your education?
: I did my undergraduate from Waseda University in Tokyo, Japan. After that
I went for the masters in theater at the same university. Then I came to the
USA in 1967. I went to University of California at Berkeley, but one year
later I moved to San Francisco State University and graduated from there
with M.A. that is, master’s in theater.
: It means two masters in theater degrees.
: Yes, but the one from Waseda University was more literary and academic,
and the one from San Francisco State University was mainly in directing
theatre.
: So you are mainly interested in directing?
: Yes.
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In which year was the Theater of Yugen founded?
It was founded in 1978.
What was the title of your master’s thesis in drama?
During my undergraduate study at Waseda University I did Paul Claudel
and published my thesis ‘Symbolism in Theater.’ After that I graduated from
San Francisco State University; I did the production of Antonin Artaud with
the thesis Analysis and Production record of Antonin Artaud’s The Cenci
translated by Simon Watson Taylor and adapted by me - Yuriko Doi. That
was in 1970. My master’s study from Waseda University was still incomplete
- so, I completed my 2nd master’s degree from Waseda University in 1972.
That time I wrote Meaning of Silence of Samuel Beckett’s plays. That was
my third thesis.
Who were/are your teachers who taught you drama?
Actually I started from Mansaku Nomura, Kyogen’s headmaster. After that
it was Ishida Yukio, who is the head of Mansaku Nomura’s disciples. And,
for Noh Theater my teacher is Shiro Nomura, Kanze School of Noh.
Okay. Thank you very much. Now, keeping this background in
perspective, I will ask you the interview questions.
Why did you think of bringing Japanese performing arts to the American
audiences ?
When I came to San Francisco in 1967, I came as a graduate student of the
University of California at Berkeley. At that time, I was really surprised and
disappointed not to find any physical theater. They were only following, for
example acting using Stanislavski’s system.Even professional theater
companies were more of a standard theater based on dialog. That’s why I
really missed physical theater with which I was familiar, particularly Noh
and Kyogen Theater. After that I went to San Francisco State University.
There was also the same thing. But, there for the first time I got the Jerzy
Grotowski class; it was just introduced that time. I was very pleased, and I
thought they were looking for a new way into the physical theater and
technique. I really missed the symbolic as well as physical Japanese Noh
and Kyogen theatre based on body and not just dialog. So, I thought it was a
good time for me to introduce physical theater in San Francisco.
How is the theater of Yugen, unique in American cultural history?
Reference : Erik Ehn, Theatre of Yugen 25 Years: A retrospective, Theatre
of Yugen, SanFrancisco, 2004, p. 4.
When I arrived in the San Francisco area,I had thought that people would be
familiar with Asian theaters. People still weren’t familiar, and there was
only one Asian American theater existing at that time in this area, and it
wasn’t Japanese theater. That was a contemporary theater company. I thought
my uniqueness was my background in Noh and Kyogen. So, I wanted to
introduce that traditional, physical form to train American artists, actors,
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and performers. We would use that traditional technique but blending it
with the contemporary sense of theater in plays. That is very unusual. It is
very often that we commission a new play but using traditional theater forms.
You mentioned: The Theater of Yugen neither intends to violateancient
forms, nor to ignore modern sensibilities. Could you clarify on the
statement, with specific examples from your plays?
Reference : Theatre of Yugen 25 Years: A retrospective, p. 48
I focus on training American performers to introduce Japanese Noh and
Kyogen esthetics and forms, and at the same time I bring in contemporary
themes as well. I bring-in my background, and since I am using American
artists, I try to bring-in theirs also since they are raised in the US. That helps
bring out performer’s own identity or background, interpretation or current
sense of appreciation, and emotional sense of reality. That is how our theatre
is quite different from the regular theater companies. While I focus on physical
training, I make sure their background is blended in with tradition. In the
Kyogen plays we use English dialogue. Of course, the audience is American,
not Japanese. They still don’t know or understand well, because Kyogen is
still quite foreign to them. So, my job is to connect with the audience. As a
theater person, the most important thing is that performers should be able to
communicate back and forth with the audience. For example, a small Japanese
Kyogen dance is called ‘Usagi,’ which means rabbit. During a play in March
or April, when we had the rabbit dance, instead of saying, “It’s a rabbit,” we
said “It’s the Easter Bunny.” This made the audience feel familiar and more
meaningful in context of the season. I always try to establish this kind of
connection with the audience. Of course I keep the Japanese Kyogen rhythm
of language. I also very often use Japanese simple language. I provide them
the sense of traditional Japanese Kyogen form’s rhythm in the dialog but while
we are doing it in English. Suddenly they feel familiarity because of English
and at the same time also a sense of traditional rhythmic language style.
Is there any cultural importance of rabbit in Japan?
I think rabbit has the same meaning as the Easter Bunny, in the sense that
spring is here. In Kyogen the dance of rabbit is quite short and very funny. If
a drinking scene, the actors do the dance of rabbit. They hop and say, “From
this mountain to that mountain, guess what comes hopping along with two
things sticking out long and narrow? That’s the rabbit.” It is fun to listen to
and watch the hopping on the stage. So I demonstrated this performance to
the young audiencese specially, and they laughed right away. That’s why I
use the rabbit often depending on audience in the Kyogen play. Kyogen is
comedy, and the sense of Kyogen is more emphasized as a fun dance.
Your presentation is in English not in Japanese.
Yes. It is original, traditional Kyogen comedy performed in English.
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I am always concerned about how to connect with the audience. Instead of
only presenting a Japanese play, I try to get back response from audience
because the audience is contemporary. After the 9/11 disaster in 2001, people
were very touchy, and my production of ‘Crazy Horse’ play focuses on peace.
So I thought that this was a perfect time to perform this show.We performed
even though many theater companies canceled performances that weekend.
In Crazy Horse I brought in the traditional Sioux Indian culture and Noh
Theater which is little more tragic in a sense compared to Kyogen.
Also, Noh is much more slow and symbolic. In this play I tried to blend two
different traditional cultures, that is of Noh and the Sioux Indian. At the
same time I made in contemporary in a way; towards the end, as the two
cultures blend together, they are brought into and connected with today and
not into the event of past when Crazy Horse died. That’s why in the last
scene for example, the costumes of Native American people were blue jeans.
I was also surprised that some Native Americans wear blue jeans at more
formal occasions, and it’s not just as a casual wear. Also, at the end, there is
big dance by Masashi Nomura, a Noh actor. His father choreographed it,
and blended in the Native American foot movement and Noh theater symbolic
stylized body movements. So, that time I really focused on the oneness of
the world.
That means Japanese steps and Native American steps were mixed
together.
Yes, Native American footsteps and Noh physical and symbolic body
movements were blended together effectively.
What about music?
Native American and Noh music was also blended. So that was completely
new, but I felt that cross-culture, cross-generation, and cross-time, and
traditional and contemporary was all blended together. And, the theme was
oneness.
Another big hit I would like to mention is of the Japanese contemporary
Noh play Mumyo-No-I that is Down the Dark Well written by an influential
Japanese immunologist, Dr. Tomio Tada, and edited by Erik Ehn.
But he wrote in Japanese and it is translated.
Yes.
Who translated it ?
Actually sort of by the Theater of Yugen people and myself, and edited by
Erik Ehn. For several years in Japan they had prohibited the heart
transplantation because in 1968 a young boy’s heart was transplanted, and
the person who received it died. It had become a big issue in Japan. At that
time they stopped to transplant the heart in Japan. So that situation is captured
by Dr. Tada in his play.
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Yuriko : Generally I don’t use just standard, regular traditional masks when I am doing
new play. But some other times I say – okay, I will like to use this traditional
mask. Usually I ask Noh mask carver for custom masks that are not exactly
same as traditional Noh masks. It may look like traditional Noh mask, but it is
not the same. I use these types of special masks. So, for my next play Mystical
Abyss, I told the mask maker to make a new mask for me.
Arun : Do you mean like this one? [Arun showing the cover page of Theatre of
Yugen 25 years – A Retrospective]
Yuriko : Yes, this is like Sambaso mask but in a new way. I used it in Waiting for
Godot. This one is very close to original Sambaso mask. Recently I am
doing more of free form, but still carved by Noh specialized mask person.
So, the masks come out naturally in Noh traditional way but in a new form,
free form. That’s how the masks fit in my new innovative works.

Waiting for Godot (1984)
Arun : You mean this is not a traditional mask.
Yuriko : It is a closely similar to the traditional Sambaso mask. I am used it for the
play Waiting for Godot a long time ago.
Arun : I have a special question for Waiting for Godot.
There are two things: Innovations in the mask and about your own
innovations in the play.
Yuriko : I am doing innovations in the masks too. My innovation is that I am not
creating or producing another traditional Noh play. I am producing/creating
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Then the government of Edo, which was controlling samurai’s morale, was
afraid because all the men got disturbed by this woman. That’s why they
prohibited women to perform a Kabuki role.
[* Okuni was the originator of kabuki theater. She was believed to be a
miko(a shrine maiden or a supplementary priestess) at the Grand Shrine of
Izumo who began performing this new style of dancing, singing, and acting
in the dry riverbeds of Kyoto.
Reference: http://en.wikipedia.org/wiki/Izumo_no_Okuni; last modified 17
June 2012]
: So no woman could perform Kabuki role?
: Since then no woman can do Kabuki Theater. All the female roles are done
by men because government banned it.
: And the same tradition has been continued today also?
: Yes.
: But there is no problem like this today.
: There is no problem today but that was accepted as a tradition.
: It’s interesting.
[Pointing at Theatre of Yugen 25 Years: A retrospective, p. 83]
: This one was Native
American and Japanese
Noh play called Crazy
Horse. I was really
fascinated by this play
because I could see the
similarities in the two
cultures,
and
the
differences as well. It was
a good to create cross
culture and cross
generation play. I
continue to do this Native
American and Japanese
Noh fusion series. And
the latest one is coming
in September 2012.
Crazy Horse (2001)

Arun : Which was the first play you directed?
Yuriko : That was in 1968 and I did Kyogen in English. The play is called Busu
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(Sweet Poison), a very traditional Kyogen play. The photo you are looking
at was taken in a Greek restaurant. [Yuriko pointing out photograph in Theatre
of Yugen 25 Years: A retrospective, p. 11]
What this book is about?
It was published in 2004, and is about Theater of Yugen celebrating 25 year
anniversary. This front cover picture is part of Samuel Beckett’s ‘Waiting
for Godot’ adapted into the Kyogen style.
[Theatre of Yugen was founded in 1978 by Yuriko Doi]
Could you explain your creative process of adaptation and direction
with reference to Antigone and some other notable place?
In the beginning when I directed the plays, I was influenced by Kyogen and
Noh, and I looked for poetic script, that is, a script with very poetic dialogs,

Antigone (1983)
and for that to invoke its image very strongly. Then especially I looked for
scenes, where we can put dance movement and insert it in the play – I looked
for such possibility. At first I started with Greek play because people
considered Greek play to be with mask, and so in that sense I could see the
similarity with Noh. This made it somewhat of an easier approach. Then I
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: So the image is in front of you, and then based on the image you direct
the play. But, you yourself also don’t know how image comes to you.
Yuriko : When I am doing my own production, I choose or adapt in my own way. But
sometimes Theater Works asked me to do some plays like Tea written by
Velina Hasu Houston, and another Fay and Michael Kanin’s play Rashomon,
and they selected these plays. The playwright of Tea, VelinaHasu Houston,
has lineages from Asia, Africa and America and the play is more realistic.

Tea (1990)
But, I saw where I can insert more stylized movement instead of just
regular acting. I saw where I can add stylization in the scenes. In Tea, Himiko
is the main cast and coming back as a ghost. That is the perfect setup for
Noh to bring out spirituality. Also, the set was not the regular house set, but
it had the feel of Noh stage; the image giving the audience visually the sense
of Noh spirituality coming in this woman, the Japanese woman war bride.
Like this I could see in between the lines where should I put spiritualty,
silence, and where should I put the sense of development of physicality,
meaning dance quality.
Arun : Do you remember, Yuriko, at which age did you come to know that you
have such power to visualize?
Yuriko : Yes, I was exposed to the Noh play when I was little, just like young kids,
but may be in the high school, at the age of 15 or 16 I could see the beauty of
Noh production.
I realized that there is not just the body, but there is some beauty also of
the Noh Theater. So that’s when it really influenced me, I guess during high
school time.
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: And, you enjoyed staging it.

Waiting for Godot (1984)
Yuriko : Yes, I really enjoyed that. There is a Kyogen play in which two servants Taro Kaja and Jiro Kaja- are sometimes very smart, and they fool their
masters. In Waiting for Godot, the two guys are kind of bored and waiting,
and their dialogs kind of remind Kyogen’s Taro Kaja and Jiro Kaja dialogs.
So, in my sense this kind of adaptation was successful.

Randy Nakano in The Dog God (1991)
& Japanese Theatre in U.S.A. & 255 &

Arun

: What are the peculiarities of your direction? Could you give some
examples?
Yuriko : An example is Inugami (The Dog God) written by Shuji Terayama, a Japanese
avant-garde playwright. But, this piece is about an old town, which is in the
northern part of Japan, and the town is haunted by superstition. A baby is
born, and beige people of the town think that he is a dog. I like that kind of
superstitious mind, and then I visualized the image. You can see Inugami
here; I did this play in 1991 [Yuriko pointing to the photograph in Theatre of
Yugen 25 Years: A retrospective, page#61]. I was very much lucky with the
costume designer; a famous costume designer designed for me. This is the
dog god who is believed to be born from the dog; he is a boy but with the
dog’s head in the costume it emphasizes a dog’s image. This other photo is
actually of the narrator but she has costume is made from all paper which
makes the sound of paper that emphasizes the realistic approach and also
gives haunted image. This is hard for regular people to imagine; still I really
like such images. So in Inugami the images are distorted by the village people
who believed in that kind of superstition. That’s where these images came
from. I emphasized how people’s minds twisted things and how it’s the
wrong way to go.

Komachi Fuden (1986)
Another example is of Komachi Fuden as I have mentioned earlier.
Ono no Komachi was an old poet from 9th century, but in Komachi Fuden
she is in the current world in the corner of an apartment in perhaps Tokyo,
and then looking outside at the situation. She is very smart, and ironically
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production maintaining equality to create something new. One of them
doesn’t dominate the other. I am not doing this just to show both sides, but
I am hoping that this blending creates a new form.
Did you see the fusion work anywhere before? Or did you create it?
Some people said their work was fusion, but from my point of view it is not
fusion. Many people from American productions are just borrowing Japanese
style, French style and something else and mixing. It is just mixing, but not
really fusion. Even the Japanese Noh productions are adapting, for example,
Yeats At the Hawks Well, but again it is just an adaption to Noh, and not
fusion. But in my production, you know the Noh persons and Native
American persons come together, and then there is music, and then joining,
blending and mixing. I also very often collide these into each other, and
create a new piece, a new image, and a new cultural form. I study both sides,
and I involve the cast members, musicians, performers from both sides. So
they don’t just copy another person, but they demonstrate their culture and
‘collide’ with each other to bring forth a new image. That is my meaning of
Fusion Theater.
Could you describe the nature of experiments in music and dance in
your fusion works?
The music of Blood Wine Blood Wedding was really good. And also Crazy
Horse.
What was the experiment in that?

Crazy Horse (2001)
Yuriko : In Blood Wine Blood Wedding, we used wonderful blending of flamenco
guitar and Kabuki shamisen three string instrument. Also, shakuhachi flute
was blended in as well. That was good. In Crazy Horse I used Native
American flute and Japanese Noh theater flute called ‘nohkan’, blended
together beautifully.
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Arun : In dance?
Yuriko : The same way. The looks were so different but we can use the foot
movements, and hand gesture etcetera.
Arun : It was not only mixing, it was a new creation.
Yuriko : Yes, as I mentioned before the theme itself was blending.
Arun : With regards to Sotoba Komachi (1987) production, you mention, “… I
had enough courage to direct this difficult Old Woman’s play. Of course,
in Japan, I would not be allowed to produce it, but I truly liked this
Noh play, so I approached it as a dramatic piece.”
Could you explain your statement? The keywords are ‘courage’ and
‘difficult.’ Why it was difficult to produce this play in Japan?
Reference: Theatre of Yugen 25 Years: A retrospective, p.56
Yuriko : Noh theatre is really ranked scale wise. Upon reaching a level of experience,
once can only perform certain plays at that
level. With 30 years or more of acting
experience, you can do this playand such.
So this old woman’s or old man’s play
ranked at the top of the list. In order to
perform old person’s role, actor should
have had experience of Noh technically,
and then life experience also. When I did
this play I was 40 years old, which is a
young age for performing the play. So I
would not be accepted as I don’t have
enough experience in life, and not enough
experience on the scale of Noh world.
That’s why I needed courage to direct this
play, because in Japan, and especially in
Noh world and Japanese Noh society, they
Sotoba Komachi (1987)
wouldn’t have given me a chance that time
to direct Sotoba Komachi. No way, as I was
too young and the actors not old enough, not skilled enough and not that
experienced enough in life. But I am in the USA in San Francisco, and I am
a woman. Some how my Kyogen teacher Mansaku Nomura said that you
can do whatever you want to do because you are woman and you are in
America. If you were in Japan many people would resist you saying you
cannot do it; no way. But then I received my freedom to do the play.
As I said, Ono no Komachi lived in the ninth century. She was well
known as the most beautiful woman, and a very clever poetess. Fukakusa
no Shosho, a high-ranking courtier falls in love with her. Finally he approachs.
Ono no Komachi and proposes her. She agrees to marry him if he would
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visit outside her house consecutively for 100 nights. She gives him a hard
time. He visits outside for 99 nights but the nights are cold, snowy and
windy, and he dies. So all the story for his revenge, and story about her and
she is so beautiful and so clever. For such hard-heartedness, Komachi is
shunned.Then as she is exhausted and resting on a stupa, a priest comes-by
and gets angry for sitting on the stupa. She is smart, and figures out all
arguments with the priest and he realizes who she is. She has such knowledge
of Buddhism and intelligence. Even though she is beautiful and smart, the
society pushed her out and she is wondering all over Japan as a beggar. This
is a nice play, especially the beauty and sharpness of Komachi.
Why was the play difficult?
Trying to copy old age- physically you should not move fast, almost no
movement. One needs to really have intensive inner power to control that
subtlety of that acting. That’s why it was difficult. If young people try to
copy this old woman with big movements and without inner power, the
beauty in this character would be lost. It has to be this beautiful old woman.
Who did this character?
One of my oldest actresses Helen Morgenrath; she is a long time teacher of
Kathakali.
Were you satisfied with this production?

Sotoba Komachi (1987)
Yuriko : This was the toughest one because it was Noh production for the first time,
and we didn’t have right musician, and only one Noh flute player who really
had studied long enough. But other musician and drum players didn’t know
the Noh music. That’s why it was the toughest one. But this was as an
experiment I did.
Arun : It was quite daring of you. But in Noh and Kyogen Japanese drama,
musicians are sitting on the stage, not behind the stage?
& 260 & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç{deofm§H$ &

Paige Rogers is an actress and Associate Artistic
Director and co-founder of the Cutting Ball Theater, San
Francisco.
At Cutting Ball, her directing credits include The
Hidden Classics Reading Series, Suzan-Lori Parks’ 365
Plays/365 Days, Risk is This...The Cutting Ball New
Experimental Plays Festival, and Mud; she will direct the
World Premiere Cutting Ball Commission Tontlawald, by
Eugenie Chan, this February. Additionally, she has
appeared in Cutting Ball’s productions of Eugenie Chan’s
plays Bone to Pick and Diadem; in the company’s hit
production of The Bald Soprano; My Head Was a
Sledgehammer; As You Like It; The Vomit Talk of
Ghosts; Macbeth; Accents in Alsace; and The Taming of
the Shrew. Rogers has been seen locally with Berkeley
Opera, Lamplighters, Sonoma County Repertory Theater,
and on tour with California Shakespeare Theater.
Nationally, she has performed at The Kennedy Center,
McCarter Theater, Trinity Repertory Company, and
Oregon Shakespeare Festival.
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noO am°Og© g°Z\«$mpÝgñH$mo_Yrb "H$[Q>¨J ~m°b {WEQ>a' `m g§ñWoÀ`m
g§ñWmnH$ Am{U H$bmg§MmbH$ AmhoV. A{^Z` Am{U Jm`Z `m XmoÝhr
j_Vm§Mm g_Ýd` Ë`m§À`m ì`{º$_ÎdmV Amho. "H$[Q>J¨ ~m°b'V\}$ Ë`m§Zr g§JrV
Am{U ZmQ>H$ `m§À`m g_Ýd`mMo à`moJ Ho$bo AmhoV. VrZeo nmgï> [Xdg
VrZeo nmgï> ZmQ>Ho$, ho Ë`m§Mo JmObobo ZmQ>H$. `yOoZ MmZ `m§Mo _S `oË`m
\o$~«wdmar _[hÝ`mV a§J_§Mmda `oUma Amho.
`m H§$nZrÀ`m bmoH${à` ZmQ>H$m§_Ü`o _m` hoS> dm°O ñboOh°_a, ~mëS>
gmoà°Zmo, A°O `y bmBH$ BQ B. ZmQ>H$m§Mm g_mdoe Amho. A_o[aHo$Vrb
"Ho$ZoS>r g|Q>a _°H²$H$mQ>©a {WEQ>a [Q´>{ZQ>r aonQ>©ar' Am{U "AmoaoJm°Z eoŠg{nAa
\o$pñQ>ìhb' Aem [R>H$mUr Ë`m§Mr ZmQ>Ho$ Pmbr AmhoV.
AJXr bhmZnUmnmgyZM Ë`m§À`m H§$R>Jm`Zmbm XmX {_iV Jobr.
Ë`m§À`m KamV JmÊ`mMr na§nam hmoVrM. Ë`m§Mo {ejU Ý`y`m°H©$_Ü`o Pmbo;
na§Vw ghmÜ`m`mer {ddmh Ho$ë`mZ§Va Ë`m g°Z\«$mpÝgñH$mo `oWo ñWm{`H$ Pmë`m
Am{U XmoKm§Zr {_iyZ hr g§ñWm H$mT>br. Ë`m§À`m ZmQ>H$mVrb g§JrVm{df`rMo
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{dMma ^md Am{U ì`{º$aoIm `m§À`m gImob Aä`mgmVyZ V`ma Pmbobo AmhoV. Üd{Z^mfm Am{U g§JrV `mVyZ
EH$mË_ ^mdn[aUm_ gmYÊ`mMo Ë`m§Mo à`moJ dmMZr` AmhoV.
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You have interest in singing as well as in acting. Do you remember at
what age did you come to know that you could sing and act in drama?
My mother’s family all are musicians so,
I “began” singing at age two and have continued to do so all my life.
Who guided you in singing and acting at school/college level? Is there
any impact of your guide or his/her guidance on your mind while
singing and acting? Please explain.
When I was thirteen years old, I auditioned for a professional theater
production in Minneapolis, MN, my home town. The story of the show
was about a group of Catholic school girls. One was supposed to have
an outstanding voice and be guided, in an obsessive way, by a teacher.
The call backs were done in a large group, girls and adults. After I sang,
there was a huge response, an uproar almost, and a man grabbed my wrist
and insisted that I get the name and phone number of his current voice
teacher. This woman, Mildred Bullock, became my voice teacher for the
next six years. She was an outstanding teacher, performer and person.
When did you come to know that you are interested in acting as well
in directing? Which was the first play in which you acted and which
you directed as well?
The first play I ever did was in the fourth grade, for the whole student
body. It was a play about life under the sea and I played Neptune. I started
working professionally the following year, as Shirley Temple, in a touring
production of famous radio songs from the 30s and 40s.
How about direction? Which is the first play that you directed, and
when?
The first play I ever directed was at a Girl Scout function when I was in
elementary school. I directed several, small student things growing up
and finally, at Princeton, directed both Hayfever and Miss Julie, the latter
being my senior thesis. After college there were many student productions
that I directed as a teacher of theater and music. My favorite of these was
The Merry Wives of Windsor for SF Shakespeare’s summer camps. In
fact, I’ll be directing this for Cutting Ball in 2013, 24 years later! My
professional career as a directing began at Cutting Ball with several
readings for our Hidden Classics Reading Series, Suzan-Lori Park’s 365
Plays/365 Days and finally, on the mainstage with Mud and Tontlawald.
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What were your thoughts about drama activity during your college/
university days? Did you dream in your college/university days about
establishing a theatre company?
I never thought about founding my own company but, I often thought/
dreamed about creating my own theater work, which would include an
element of music. Since my husband, Rob Melrose, and I attended the
same university, our vocabulary was similar as was our theater education.
Founding a company together seemed logical. The truth is that he wanted
to stay on the East Coast (i.e. NYC) because of his many Yale connections
and I wanted to start a family and wanted a calmer lifestyle so, we headed
West.
Paige Rogers “has taught music and theater at many schools all over
the world.”*
As a music and theatre teacher, what are your thoughts about
teaching arts to a person who may/may not be gifted? In your opinion,
to what extent does teaching help towards creative art? Please write
in detail with some examples from your experience.
Reference : http://www.novatocharterschool.org/staff/specialty-teachers/
performing-arts
When my children were just babies, I spent every Friday night and Sat.
morning going to Waldorf Teacher Training for three years in order to
become a certified Waldorf teacher. I also had to go to school full time for
three weeks in the summer. What drew me to Waldorf education is the
idea that theater and music (and art) all work together to create a human
being who is well rounded and who can think critically instead of just spit
back a formula or memorized information. The benefits of doing music
and theater early in life are quite different but, the important thing that
ties them together is idea that by all working together, we create a
comprehensive, malleable and potentially beautiful whole. The more each
person is committed to doing their part the very best that they can, the
better the final outcome and experience for everyone. This is very different
experience from all students, studying for a test and, once it is graded, a
curve is made and grades are given, some high, some low. Theater and
musical works reflect the whole group and, for students who might not
have a strong talent in these areas, they can still be carried by the group
and experience. For students who do, it is the lifeblood of their school
year. How many of us can remember, with great detail, some performance
or talent show or song that we sang as a child? I have had adult friends tell
me, in great detail, about shows or musical groups that they were in during
high school or college. I believe that these experiences stick with us, more
than any A on a test.
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Could you please explain from your perspective how does music enrich
dramatic effect?
I don’t think that music enriches dramatic effect but that it IS the dramatic
effect, regardless of what is happening onstage. Our theater holds only 70
seats so the live vibrations of sound and harmony is it’s own experience,
in the ears and bodies of our audiences. Jarislow Freat, the Artistic Director
of Teatr Zar of Poland talks about this better than I can !
Our readers are interested in your work. It will be good if you can
give some examples of how music is used for dramatic effect in the
plays that you directed.
In my family, barbershop harmony is very popular and the thing that sets
this kind of music apart is that it creates a lot of sound with no
accompaniment. When men sing together over three or four octaves, there
are frequently over and undertones produced thereby enriching, or fleshing
out the sound. I took my ten year old to a barbershop quartet competition
recently and he said on the first day “Look. There are only four men over
there but it sounds like a lot more.” Over and undertones are the secret.
So, as an audience member sitting in a fairly small theater, one can
experience, in a visceral way, a wall of sound, even if only four or five
people are singing. This can cause the skin to tingle, nipples to harden,
goosebumps to appear, breathing to quicken or slow and that is what
interests me in live singing. Even the most fabulous singers doing a
wonderful rendition of “There is nothing like a Dame” do not fall into
this category. The singers have to be singing chords in a three or four
octave range for my preferred experience to happen. For example, in a
piece I directed called Tontawald, there is a moment in the story when a
girl who has been physically abused for most of her life, relaxes. She
finally feels safe. I staged this by having her surrounded by four parts of a
gorgeous, gorgeous song called “Sweet and Low.” It’s in many hymnals
even though it does not have a religious content. I asked the actor simply
to let the sound surround her and I asked the actors/singers to “give” her
this song, like a present. The audience felt the same kind of visceral
response to the song as the main character, they were definitely in her
same shoes.
“Rogers infuses the tale with poignant sunniness, enhanced by her
own sweet songs…”* Please put your thoughts in words about the
relationship between music and postmodern drama with examples of
Bone to Pick and Diadem.
*Reference : http://www.sfgate.com/cgi-bin/article.cgi?f=/c/a/2011/01/
21/DDOE1HA2SH.DTL
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Kenny Perkins is a Mohawk Native American from
New York state. He grew up believing in the native ways,
and still practices those beliefs today. He has done cultural
presentations of native ceremonies, clanology, prophecy,
the roles of women in Mohawk society, etc. but his passion
is native song and dance. He has presented Native
American culture throughout the world – to countless
schools, universities and social organizations in USA,
Canada, Finland, Germany, Sweden, Norway and others.
He has performed at Carnegie Hall as well as at the
Lincoln Center in New York, and he has also had the
opportunity to sing for Pope John Paul II in 1982 in
Midland, Ontario, Canada. He continues to promote
cultural awareness through lectures, story-telling and song
and dance, to remind people of the nature’s law and the
universal bond that people throughout the world share.
Address : 6705 Glenwood Way, El Cerrito, CA 94530,
USA
Phone: (510) 647-9879,
Email: tahawisoren@gmail.com



A
drummer's
significant
contribution
Interview with
Kenny Perkins

by Dr. Arun Prabhune

Ho$Zr n[H©$Ýg ho A_o[aHo$Mo _yi a{hdmer Agboë`m "_mohm°H$' `m
g_mOmMo AgyZ A_o[aHo$À`m Ý`y`m°H©$ amÁ`mOyZ Ambobo H$bmH$ma AmhoV.
Ë`m§Zr ñdV:Mr Am[X_ OrdZg§H$ënZm g_OwVr Am{U ì`dhma Onbm
Amho. OJ^am Ë`m§Zr Am[X_ g§ñH¥$VrÀ`m ñdê$nm~Ôb OmUrd {Z_m©U
H$aÊ`mgmR>r à`ËZ Ho$bo AmhoV. A_o[aHo$Vrb Am{U `wamonmVrb AZoH$
à{V{ð>V ì`mgnrR>m§da Ë`m§Mo Jm`ZmMo Am{U ì`m»`mZm§Mo H$m`©H«$_ Pmbobo
AmhoV. H$mZ}Or hm°b qbH$Z g|Q>a B.[R>H$mUr Am{U nmon nm°b Om°Z Xþgao
`m§À`mgmR>r Ë`m§Zr H$m`©H«$_ [Xbo AmhoV. Xoe{dXoemV Xm¡ao H$ê$Z _Zwî`
Am{U {ZgJ© `m§À`m ghOrdZmMo Am[X_ Am{U em§{VnyU© ^mZ nga{dÊ`mMo
H$m_ Vo H$aVmV. hr _wbmIV Ë`m§À`m eãXm§V.
_r _mohm°H$ amï´>mMm a[hdmgr Amho. _mPo Zmd VmhmdrPmoaoZ.
Am_À`mV AmS>Zmdo ZmhrV. BVam§À`m nÕVrZo gm§Jm`Mo Va _r Añdbo
AmS>ZmdmMm R>aoZ H$maU _mÂ`m O_mVrMo Vo Zmd Amho. AmVmÀ`m Zm|XrÀ`m
gmo`rgmR>r Ho$Zr n[H©$Ýg ho _mPo Zmd. _mÂ`m a[hdmgmÀ`m OmJoMo Zmd
"{OWo nmQ>©[aO njr S´>_ dmOdVmV Vr OmJm "AŠdmgmZo' . _r Am[Xdmgr

Jm`H$ åhUyZ AmoiIbm OmVmo. JmVmZm _r EH$ JmZmOmodo ZmdmMo VmbdmÚ dmnaVmo. _r àm`mo{JH$ ZmQ>H$m§Zm
VmbdmÚmMr gmW H$aVmo. _r ghmì`m gmVì`m dfmªnmgyZM Jm`bm bmJbmo Vo _moR>çm _mUgm§Mo EoHy$Z. Am_À`m
bm§S>Jo O_mVrVbo Mma ^mD$ \$ma gw§Xa Jm`Mo. _r Ë`mZo à^m{dV Pmbmo. Vo doJdoJù`m Am[Xdmgr ^mJmV
OmD$Z H$m`©H«$_ H$aV AgV. Ë`m§À`m JmÊ`mV EH$ doJimM Omoe Agm`Mm. VoìhmnmgyZM _bm Agm Jm`H$
ìhm`M§` Ag§ _mÂ`m _ZmZ§ KoVb§ hmoV§. _mÂ`m Kar H$mhr JmÊ`m~OmdÊ`mMr na§nam ZìhVr. _rM n[hbm.
dS>rb ~m§YH$m_ _Oya åhUyZ Om`Mo. Ë`m§Zm H$Yr `mH$S>o dim`bm \$mdb§M Zmhr. _bm OwÝ`m OmUË`m§Zr
gm§{JVb§ hmoV§ H$s `m S´>__Ü`o Ord AgVmo. _r àW_ hmV bmdbm Voìhm _bm EH$ g§doXZm OmUdbr. n[hbm
hmV Mmbdbm VoìhmnmgyZM _mP§ Am{U S´>_M§ ZmV§ Owib§.
_mohm°H$ amï´>mÀ`m nmM O_mVtn¡H$s EH$ Agbobr "_mohm°H$' hr O_mV nmUr Agbobm S´>_ dmOdUmar Amho.
CËgd-g_ma§^mV hm dmO{dÊ`mMr àWm Amho. Am_À`m MmbrarVrVrb {ZgJm©bm _moR>§ ñWmZ Amho. ~mg
bmH$S>mMm H$moê$Z H$mT>bobm Vw§~m A°e PmS>mMr H$S>m Am{U haUmÀ`m H$mVS>çmnmgyZ ~Zdbobr nwS>r Aer
nÕV Amho. AmVyZ Wa XoD$Z nmUr ^aë`mZ§Va Omo AmdmO `oVmo Vmo J^m©V EoH$bo`m AmdmOmgmaIm dmQ>Vmo.
bhmZ _wbm§Zm Ë`mMr A~moY OmUrd AgVo.
_m¡{IH$ na§nam A{daV Agbr H$s H$mhr CÎmao _mhrV AgVmV. AmO _bm dmQ>Vo H$s ho S´>åg `wamo{n`Z
bmoH$ A_o[aHo$V nmoMÊ`mÀ`m nyduÀ`m H$mimnmgyZ AmhoV. [H$Vr àmMrZ ho AmVm gm§JVm `oV Zmhr. nmQ>©[aO
njr Ooìhm bmH$S>mda Amnbo n§I KmgVmo Voìhm {ZKUmam AmdmO Am{U hm dmXÚmMm AmdmO `mV gmå`
dmQ>Vo.
1993 gmbr _r Zm°d}, ñdrS>Z, {\$Zb§S> Am{U O_©Zr `oWrb Am§Vagm§ñH¥${VH$ CnH«$_mgmR>r Jobmo hmoVmo.
Zm°W© A_o[aH$Z B§[S>`Z Q´>°ìhqbJ H$m°boOZo hm H$m`©H«$_ AmIbm hmoVm. Ë`mV JmUr, ZmM, ^{dî`H$WZmÀ`m
nÕVr Am{U g_mOmVrb {ó`m§Mr ^y{_H$m Ago {df` hmoVo. Zm°d}Vrb gm_r O_mVrer Am_Mm IynM ~m~VrV
VwbZmË_H$ g§dmX Pmbm. BVa O_mVtMo S´>åg AmH$ma [H¨$dm bmHy$S> [H¨$dm ~Z{dÊ`mMr Am{U dmO{dÊ`mMr
nÕV `m Ñï>rZo doJio hmoVoM; nU _bm dmQ>V§ _moR>m \$aH$ gm§Jm`Mm Va `m dmÚmer Agboë`m ZmË`mMmM
Amho. _bm Ë`m§Mo S´>_ dmOdyZ ~KVmZm AmË_r`Vm Aer dmQ>br Zmhr. _r Am°ñQ´>o{b`m, Ý`yPrb§S,> OnmZ
Am{U CÎma A_o[aHo$Vrb O_mVt_Ü`o {\$abmo Amho. AmíM`m©Mr Jmoï> åhUOo gd© O_mVrV `m ZmXmMm AmB©À`m
öX`mÀ`m ñn§XZmer _mZbm OmVmo.
gÜ`m _r EH$m OnmZr Am{U _yi A_o[aH$Z g§ñH¥${Vg§J_mMo ZmQ>H$ Agboë`m {_pñQ>H$b A°{~g `m
ZmQ>H$mgmR>r H$m_ H$aV Amho. XmoÝhr g§ñH¥$VrVrb {díd{Z{_©VrÀ`m H$ënZm§Mm Ë`mV dmna Amho. ho g§J_ \$ma
Imobda OmUdUmao Am{U _Zmbm {IidyZ Q>mH$Umao AZw^d AmhoV. _r `mV _yi A_o[aH$Zm§Mo g§JrV XoVmo. _r
_mÂ`m dmÚmbmM {dMmaVmo H$m` dmOdy Am{U _bm CÎma {_iV§. g§JrVmMo ZmQ>ç g§nÞ hmoVo Ago _mPo _V
Amho.
Arun : Could you please introduce yourself for our readers?
Kenny : I am a Native American, and in particular I belong to the Mohawk nation.
My Native American first name is Tahawisoren (this word means ‘one who
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breaks the ice’); there is no last name in Native Americans, but if there were
one for me, it would be Bear because I am from the Bear clan. My English
name is Kenny Perkins for the official records, because my Mohawk name
is not recognized in the records.
I was born in Canada, and presently I live in Mohawk Territory called
Akwesasne (this word means ‘land where the partridge birds drum’) in the
New York state.
I am well-known as a Native American singer, and when singing I use drum
which is called as ganajowe (this word means ‘water drum’).
Presently I am playing drums in experimental drama, and I can explain about
it later.
Could you describe when and how did you learn to play drum, to sing
and to dance? Who was your teacher? Asian Indians are not familiar
with the Native American traditions, so please explain in detail.
I learned how to sing when I was 6 or 7 years old, listening to the elder
singers in our longhouse where we conduct our ceremonies and hold social
gatherings. Since my childhood I am living in a place called Akwesasne as
mentioned in the earlier question. My teachers of the songs were various
singers in our longhouse, but in particular was a group of Mohawk brothers
(4 of them) of the Wolf Clan who called themselves the Standing Arrow
Singers, after their late father. I was always captivated by their style of
singing. The brothers would frequently go to different Native American
communities and bring home a different style of song that few could imitate.
The rhythm of the beat and style of song made it very powerful to listen to.
The brothers would incorporate a western plains tribes beat that really made
them unique. From the first time as a small boy listening to those powerful
songs I knew that’s what I wanted to do.
Was there any tradition of playing drums in your family from mother’s
or father’s side?
No, the drumming and singing in my family really started with me.
We have heard that there is much importance to playing drums in
Mohawks, but it seems that in your particular family there was no such
tradition - Was there a specific reason behind this?
Yes, that’s because my father was a steel worker building skyscrapers and it
kept him away from the Mohawk community for supporting my family.
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Arun

: You said that there was no tradition of drumming in your family. It is
your own achievement. So, I would like to ask you why you were
attracted towards drum and not towards any other musical instrument.
Kenny : The reason why is because my elders told me that drum is alive and has its
own spirit. When they let me touch the drum the very first time, I felt a
connection. And, when I actually made a beat with the drum, I felt that
spirit’s energy, and I felt it coming to me. And, so ever since I have been
attracted towards the drum.
Arun

: Please tell me whether from the first day through today, is the feeling
same in your mind when you touch and beat the drum?

Kenny : Yes, even today I get the same feeling of spirit. I would say even more so
today, because I am wiser now and know the true power of the drum.
Arun

: What is the importance of drum and its sound in Native American
traditional culture? Is there some symbolic meaning behind the shape,
sound, rhythm and stroke of drum in Native Americans?

Kenny : Our Mohawk tribe is one of the five nations (tribes) that use water drums;
tribes are namely Mohawk, Cayuga, Onondagas, Onieda and Seneca. Water
drums is our specialty. The water drum is a natural instrument. The drum
is made from our natural surroundings. It is our belief that all living and
non-living things have spirit. The Mohawk people have a Thanks Giving
Address (O hen ton Kariwatekha), which gives love, greetings and respect
to the natural world. Our ceremonies and social gatherings are always
opened up with this Address. The drum itself is made from the bass wood
which would be hollowed out. In the hollow, a pine tar pitch is layered to
prevent the water that it will contain from seeping out. The rim is made
from the white or black ash tree, and leather is then wrapped to fasten the
rim. A deer hide is then stretched over the drum and fastened with the rim.
The last component of the drum is the water which soaks the hide. When
these natural elements are brought together, it becomes alive and has its
own spirit. The final part about the drum is its sound. When the beat is
heard it supposed to remind us of the time spent in our mother’s belly.
That is the time when we were most pure. I believe that is why the very
young seem to be captivated by the sound because it reminds them of that
heart beat they heard not too long ago.
& 278 & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç{deofm§H$ &



Directing
Indian Plays
by Farley Richmond,
Professor
Department of Theatre and
Film Studies University of
Georgia/Athens

Dr. Farley Richmond, Professor and Director of the
Center for Asian Studies, University of Georgia/Athens.
Perhaps my most important publication to date may
well be Michigan Press, 2002. The work Kutiyattam:
Sanskrit Theater of India (CD-ROM). Ann Arbor: The
University of was marketed as the world’s oldest genre of
theater meets the world of digital technology.
Among my other notable publications are: Indian
Theatre: Traditions of Performance with Darius L. Swann
and Phillip B. Zarrilli Honolulu, University of Hawaii
Press, 1990. Kutiyattam: Sanskrit Theater of India (CDROM). Ann Arbor, The University of Michigan Press,
2002. Contributing Editor for South Asian Theatre: The
Cambridge Guide to World Theatre. General Editor: Martin
Banham. New York: Cambridge University Press, 1989.
Reissued in The Cambridge Guide to Asian Theatre, 1991.
Paperback Edition, 1993. South Asian Theatres, The
Oxford Illustrated History of Theatre. Edited by John
Russell Brown, Oxford University Press, 1995.
Relevant to this paper and as a result of my travels to
India are a number of other publications: Purulia Chhau:
An Introduction, Keli (Cochin, Kerala) viii (1971) 15-21.
Later published as a brochure by The Asia Society, New
York; Some Religious Aspects of Indian Traditional
Theatre, The Drama Review, XV, iii (Spring 1971) 122131; Selected Crafts of Traditional Indian Theatre, The
Times of India Annual, 1972, 29-36; The Visnava Drama
of Assam, Educational Theatre Journal (May, 1974), 145163; and Indian Theatre at Michigan State University,
Sangeet Natak 32 (April-June 1974), 40-47; and The Rites
of Passage and Kutiyattam, Sangeet Natak 50 (Oct.–Sept.,
1978), 27-36. Also published in The Communication of
Ideas. Edited by J.S. Yadava and Vinayshil Gautam. New
Delhi: Concept Publishing Co., 1980. 25-38.
On the creative side, I have directed a number of plays,
both Indian and western. Most of the productions have
been at colleges and universities. Besides the Indian plays
discussed in this paper, some of my favorite plays and
recent productions have been Wilder’s Our Town, Frayn’s

Noises Off, Anouilh’s Antigone, Synge’s The Playboy of the Western World, Miller’s
The Crucible, Mamet’s Oleanna, Hwang’s M. Butterfly, Orton’s What the Butler Saw,
and Shepard’s Curse of the Starving Class, as well as many other works by English,
American, and European playwrights. I also directed a professional production of
Mozart’s The Magic Flute for the Chicago Cultural Center in 2006.
On the administrative side, I chaired three theatre departments from 1982 to 2000:
Michigan State University, SUNY/Stony Brook, and the University of Georgia. And
from 1999 to June 2012 I served as Director of the Center for Asian Studies at the
University of Georgia and continue to be the Director of the Teaching East Asia Seminar
for secondary school teachers in the state of Georgia funded by a grant from the Freeman
Foundation.

S>m°. \$mbu [aM_§S> ho `w{Zìh{g©Q>r Am°\$ Om°{O©`m AWoÝg `oWo g|Q>a \$m°a E{e`Z ñQ>S>rO `m g§ñWoV àmÜ`mnH$
Am{U g§MmbH$ åhUyZ H$m_ H$aVmV. ^maVr` a§J^y_r hm Ë`m§À`m Img Aä`mgmMm {df` Amho. Ë`mg§~§YmV
Ë`m§Zr nwñVHo$ Am{U {Z~§Y à{gÕ Ho$bo AmhoV.
Ë`m§Zr Ho$ai_Yrb Hw$[S>`mÅ>_ `m àH$mamMm {deof Aä`mg Ho$bm Amho; na§Vw g§ñH¥$V ZmQ>H$m§À`m gmXarH$aUmÀ`m
àH$ënm§_Ü`ohr `moJXmZ [Xbo Amho. _amR>r ZmQ>H$H$mam§n¡H$s V|Sw>bH$am§Mr gImam_ ~mBªS>a Am{U em§VVm H$moQ>© Mmby
Amho hr XmoZ ZmQHo$ Ë`m§Zr [X½X{e©V Ho$br VgoM H$Zm©S>m§Mo h`dXZ hr Ë`m§Zr a§J^y_rda AmUbo. A_o[aH$Z
{dÚmnrR>m§_Ü`o ^maVr` g§ñH¥$VrÀ`m {d{dY A§Jm§Mm Aä`mg Á`m H$mimV gwê$ Pmbm Ë`m_Yrb Vo EH$ AJ«Ur
AmhoV.
^maVr` a§J^y_r hr g§H$ënZm 1960 Z§Va d¡Mm[aH$ joÌmV nwT>o Ambr. OmJ{VH$ nQ>mda g§ñH¥$V a§J^y_r
nmoMbr Vr `wamon Am{U A_o[aHo$Vrb a§JH$_vÀ`m {Okmgo_wio. àm. [aM_§S>gmaIo Aä`mgH$ ^maVmV `oD$Z {d{dY
àmXo{eH$ bmoH$H$bm Am{U Ë`m§À`m gmXarH$aUmMr V§Ìo `m§Mm Aä`mg H$ê$ bmJbo. `oWrb a§JH$_v~amo~a Ë`m§Mm
n[aM` Pmbm. H$mhr H$bmH$ma {ejH$m§Zm Ë`m§Zr A_o[aH$Z {dÚmÏ`mª~amo~a H$m_ H$aÊ`mgmR>r Am_§{ÌV Ho$bo
Am{U à`moJhr Ho$bo. `mVyZ g§nH©$ Va dmT>bmM {edm` Amnë`m na§naoV H$m_ H$aUmao bmoH$hr Zdo AZw^d KoD$Z
Ambo. hmoZmobwby {dÚmnrR>, {_{eJZ {dÚmnrR> `m§gma»`m g§ñWm§à_mUoM Ý`y`m°H©$_Yrb "E{nH$ {WEQ>a Jw«n'
`m§À`m~amo~a adtÐZmW Q>mJmoam§À`m eVH$moÎma gwdU© _hmoËgdm{Z{_Îm Q>mJmoam§Mo {~gO©Z ho ZmQ>H$hr JVdfu Ë`m§Zr
a§J^y_rda AmUbo. Ë`m§Mo à`moJ Ý`y`m°H©$_Ü`o Am{U ^maVmVhr Pmbo. `m ^maVr` ZmQ>H$mer Jobr Mmirg df}
gVV g§nH$m©V Agboë`m [X½Xe©H$mMo AZw^d `m boImV {dñVmamZo Ambo AmhoV.
Directing any play presents its own unique set of challenges. That is particularly
true when directing plays originally written in another language and representing cultures
very different from your own. What follows are some of the unique creative challenges
I faced when directing Indian plays over my career, particularly King Sudraka’s classical
Sanskrit comedy The Little Clay Cart (Mrcchakatika) in 2010 and Rabindranath Tagore’s
late 19th century melodrama Sacrifice (Bisarjan) in 2011. Both works were presented
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by Epic Actors Workshop, a 24 year old company of passionate Indian artists many of
whom live and work in central New Jersey and the New York metropolitan area.
But first a few words are in order about my background and experience as a director
and something about my previous experience directing Indian plays. I suppose I was
always destined to direct plays. In the early 1950s my high school drama coach in
Liberal, Kansas assigned me to direct the school play without having the slightest bit
of education or training qualifying me to do so. I don’t recall how it was received but I
suppose it served its purpose to appeal to some students who didn’t have a creative
outlet in sports, music, or art. A few years later at the University of Oklahoma as an
undergraduate and later as a master of fine art candidate, I began to learn the art and
craft of directing under the expert guidance of my teachers and directors, principally
Dr. Carl W. Cass, and Mr. Charles Suggs, two very different directors. With their advice
and support I directed two one acts and two full-length plays. Besides the classroom
work this was a great opportunity to learn through practical experience and constructive
criticism. In 1962 I entered a Ph.D. program at Michigan State University to sharpen
those skills in the hope of turning what I had learned into a career. I still harbored a
desire to become a professional director, never realizing that I was destined for a life in
academics. While studying for my Ph.D. degree I was able to direct several works.
This was the first time that I had the good fortune to work with scene, costume, and
lighting designers. Their creative solutions to the look and feel of the world of each
play definitely built on and improved my own ideas. Up to that point in time, I had only
directed British and American works. But all that was to change after going to India.
I was drawn to India in the early 60s when I began to study Asian theatre with my
academic advisor, Dr. James R. Brandon. My college roommate also had something to
do with my decision to focus on Indian theatre. He was a graduate student majoring in
management. He suggested that I might ought to choose a topic for my dissertation that
not many people knew anything about. I owe it to Dr. Brandon and to my Indian
roommate that I applied for and received a grant to travel to India. In the early 60s there
were no courses at MSU focused on India. There were also no courses offered in any
Indian language. Nevertheless, I was encouraged to read widely about Indian life and
culture, to listen to Indian music, and to see what films were then available depicting
India. Thanks to my teachers, friends, and readings I was first exposed to India.
In 1964 I set out for India on a Fulbright grant to collect data on my Ph.D. research
topic, contemporary English-language theatre in India. It was in India that a new world
opened up to me, not just a different world of theatre and drama which was
overwhelmingly rich and varied but a sophisticated world of literature, art, music,
religion, and philosophy rooted in a culture totally different from the one in which I
had heretofore lived all my life. Before I knew it my directing experience in the west
came in handy and persuaded Ms. Joy Michael of Yatrik, an English-language theatre
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group in New Delhi, to encourage me to have a go at George S. Kaufman’s You Can’t
Take It With. You with the girls of Lady Irwin College and some of the boys from Saint
Stevens College. This was little more than three months after arriving in India. With
the blessings of Mr. Ebrahim Alkazi, the guide to whom I was assigned to work with at
the National School of Drama, the show was performed. There isn’t much to say that is
unusual about the production except that it gave the cast a chance to portray a
quintessentially American set of wacky individuals. It was my first production with an
all-Indian cast. One of the lessons I learned was that the young Indian girls who ordinarily
wear saris and salwar kameez found it challenging to adjust to wearing frocks. They all
had to learn how to sit in a modest position on the stage. The role of Kolenkhov, the
Russian dancing master, was played with a great deal of verve by a young and dashing
Kabir Bedi who later entered the film industry and made quite a name for himself in
India and Italy. In the early months of 1965 I was even asked to perform a small role in
Yatrik’s English-language production of Hotel Paradiso in which I did a short scene
with another Saint Stevens’ boy, the talented and ambitious Roshan Seth. Roshan
confided to me his desire to study theatre in England and to become a professional
stage actor. Ms. Indira Gandhi, then Minister of Information and Broadcasting, saw
and praised the show. Roshan went on to fulfill his dream and has played many successful
roles on stage and screen in India and abroad, including performing Nehru in the film
Gandhi.
During this period my travels throughout India took me to Chennai, Kolkata,
Mumbai, Bangalore, and Aurangabad, as well as many other smaller towns and cities,
where I saw a number of strikingly original productions in English and various Indian
languages. Through letters of introduction kindly provided by Mr. Alkazi and Ms.
Michael I met many wonderful and talented artists, among them Pearl and Alyque
Padamsee, Vijaya Mehta, Sombhu and Tripti Mitra, Utpal Dutt, Badal Sarkar, Rudra
Prasad Sen Gupta, Girish Karnad, and Habib Tanvir. On returning to the USA and
Michigan State University I had the opportunity to work with the late Asif Currimbhoy,
a playwright who was invited to serve as a guest artist at MSU. I was requested to
direct his play Goa, the most controversial of his works to date, which allegorically
depicts the conquest of this tiny Portuguese enclave by the Indian army. This was the
first of Asif’s plays to be produced in the USA and the first Indian play I ever directed.
Having little knowledge of Goa and the Goanese people and their customs or any
knowledge of the Portuguese, for that matter, I’m afraid the show failed to communicate
a fair and accurate picture of the place and the community that Asif intended to depict.
Up to that point in time my practical experience as a director had been in educational
settings working with student actors. And with the exception of Goa, all the works I
had directed were British and American. Even Goa,contained much that was familiar
to me as a western director. It has a clear plot, understandable characters, and conflicts
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that could easily have been written by a western playwright. Except for seeing Indian
language works in the metropolitan centers of India, many of them regarded by later
generations as “classics,” I had no non-western performance experiences to speak of.
This was all to change in a short time.
Thanks to a generous grant from the Asian Cultural Council of New York (then
called the JDR 3rd Fund) I returned to India in 1969-70 for eighteen months seeking to
learn more about the staging techniques that might have been practiced in ancient
India. This was my chance to experience a great deal of non-western theatre first hand.
Owing to the encouragement of the late Dr. Suresh Awasthi, then Director of the Sangeet
Natak Akademi, and the generous support and encouragement of Dr. Theodore M.
Vestal of the Educational Research Center in New Delhi, I traveled widely throughout
India and saw many rural productions that contained aspects of performance techniques
that may have had their origin in India’s ancient theatre practices prior to the tenth
century CE. Most notable for aspects of their performance techniques close to that
practiced in ancient India is the kutiyattam of Kerala and to a somewhat lesser degree
the ankiyanat of Assam, and kuchipudi of Andhra Pradesh. During that visit I also had
the opportunity to see performances of Bhavai, Yakshagana, Bhagavadamela, Kathakali,
Ottantullul, Tamasha, Ramlila, Raslila, Jatra, Purulia Chhau, and Seraikella Chhau.
Most of the performances were held in village settings and some of them in remote
corners of the country. A follow up grant from Michigan State University in 1971 and
another eighteen month grant in 1974–75 provided a further opportunity to study
traditional genres of performance, particularly kutiyattam, the Sanskrit theatre of Kerala
that helped me explore unique and wonderful examples of India’s diverse performance
heritage. Some of the results of that search are reported in “Sanskrit Plays Abroad,”
The Times of India Annual, 1971, pp. 39–48 and “Suggestions for Directors of Sanskrit
Plays,” published in Sanskrit Drama in Performance, edited by Rachel Van M. Baumer
and James R. Brandon; Honolulu: University Press of Hawaii, 1981, pp. 74–109. This
latter article shares space with a number of useful articles by distinguished scholars
and practitioners on the subject of Sanskrit drama in performance and may well be
consulted by anyone interested in directing Sanskrit plays today. It was the result of an
International Conference on the Art of Sanskrit Drama in Performance held at on the
University of Hawaii campus in 1974.
On the creative front, at long last in 1971 I tried my hand directing short nonwestern works: Asaita Thakar’s Vanio and Zanda Zulan, two bhavai plays and a Purulia
Chhau dance-drama for an outdoor production on the Michigan State University campus.
I owe my interest in bhavai to the late Professor C.C. Mehta, the well-known humorist
and Gujarati playwright and novelist, and a Ph.D. candidate Harish Trivedi, both of
whom were working at Michigan State at the time. P. Lal’s Writers Workshop in Calcutta
published my adaptation of the two bhavai plays that same year. Both plays rely on live
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E[aH$ EŠg {¼ñVmo\$agZ Am{U A°Zo{bg Iyb_Z S>oÝ_mH©$_Yrb
Amahÿg {dÚmnrR>mV gm¢X`©emó Am{U g§kmnZ {d^mJmV àmÜ`mnH$ AmhoV.
XmoKohr g|Q>a Am°\$ {WEQ>a na\$m°_©Ýg ñQ>S>rOÀ`m H$m_mV gh^mJr AgVmV.

ho H|$Ð Am°[S>Z [Q>AmQ´>Qo > Am{U Amahÿg_Yrb a§J{gÕr Aä`mgH|$ÐmMm g§`ºw $ àH$ën Amho. E[aH$ EŠg {¼ñVmo\$agZ
`m§Zr Amo[S>Z [Q>AmQ´>oQ>À`m Joë`m Vrg dfmªVrb à`moJm§~Ôb Am{U à`moJH$bm§_Yrb g¥OZYmaUm `m{df`r {dnwb
boIZ Ho$bo Amho.
S>m.° A°Z{o bg `m§Mo boIZ, A{^Z` Am{U [X½Xe©ZmMm B{Vhmg a§J{gÕr Am{U Amo[S>ZÀ`m {Z{_©Vrà`moJm§~Ôb
Amho. Ë`m§Mm S>m°ŠQ>aoQ>Mm à~§Y ñQ>°{ZñbmìhñH$sÀ`m a§J_§Mg§H$ënZm' `m {df`mda Amho. Ë`m§À`m do~gmBQ²>g :
Erik Exe Christoffersen : http://pure.au.dk/porta/en/persons/erik-exechristoffersen(0d9837ee-746d-4dfc-8f9d-30faedaa9aa3)/persons/erik-exe-christoffersen
(0d9837ee-746d-4dfc-8f9d-30faedaa9aa3).html
Annelis Kuhlmann : http://pure.au.dk/porta/en/dramak@hum.au.dk.

`m boImMo XmoZ ^mJ AmhoV.n[hbm ^mJ {¼ñVm\$agZ `m§Zr {b[hbm Amho. Ë`mV Amo[S>Z {WEQ>aMo g§ñWmnH$
`yOoZmo ~m~m© `m _yi BQ>m{b`Z a§JH$_uÀ`m à`ËZm§Mm AmboI Amho. Ë`m§Mm Am`wî`mMm Am{U a§JH$_m©Mm àdmghr
`wÕmoÎma `wamonmVrb a§JH$_uÀ`m dmQ>çmbm Amboë`m IS>Va OrdZmMo Xe©Z KS>dUmam Amho. Ë`mVyZ EH$
a§J_§Mm{df`rMr ñdV§Ì Am{U AmOÀ`m {_Vrbm àñVwV R>aUmar OmUrd emoYÊ`mMo _moR>o H$m_ AmH$mambm Ambo
Amho. 1964 gmbr "Amo[S>Z [Q>AmQ´>oQ'> `m g§ñWoMr ñWmnZm Pmbr. a§J_§Mr` g§H$ënZm§Mr Mm¡H$Q> g¡b Am{U
bd{MH$ hmoÊ`mgmR>r à{VnmXZ Am{U OmUrdnyd©H$ à`moJ ho Ë`m§Mo d¡{eîQ>ç. `mgmR>r n[ag§dmX, {dÚmnrR>r`
MMm©gÌo, Vm¡b{ZH$ Aä`mgH$m§À`m Am{U Am§Va{dÚmemIr` n[afXm Aem gd© [R>H$mUr Ë`m§Zr ñdV§Ì _m§S>Ur
Ho$br. AmO{_Vrg Ë`m§Zr 72 ZmQ>çà`moJm§Mr {Z{_©Vr Am{U [X½Xe©Z Ho$bo Amho, Va Amo[S>ZOdi 23 ZmQ>çà`moJm§Mr
[H¨$dm àmË`{jH$m§Mr V`mar Amho.
a§J_§MmMm AZw^d a§JH$_u, àojH$ Am{U gd© gm_m{OH$-amOH$s`-gm§ñH¥${VH$ g§X^© {_iyZ {gÕ hmoVmo
Am{U Ë`mV Amnbo _yH$ AmH$bZ Am{U gÚpñWVrMo ^mZ ì`º$ H$aÊ`mMr VmH$X AgVo. Vr H$mhr \$mdë`m
doiMr H$a_UyH$ Zìho. ho a§JH$_m©Mo Jmä`mMo ñdê$n àñWm{nV H$aÊ`mgmR>r `wÕmoÎma g_mOmMr pñWVr Am{U
Ë`mnwT>rb noM `m^modVr gVV {Z{_©Vr H$aV amhÊ`mMo H$m`© g§ñWoZo Ho$bo Amho. ZmQ>H$mMr {b{IV g§[hVm, Ë`mVyZ
C^o amhUmao H$pënVmMo b{bV{díd `mbm ~m§YyZ Z amhVm àojmJ¥hmÀ`m {d^mJUrnmgyZ gd© KQ>H$m§Zm n[adV©ZmÀ`m
à[H«$`oV gm_mdyZ KoV ho H$m`© Mmby am[hbo Amho. ZmQ>çà`moJmMo Ñí`ê$n \$º$ ZQ>m§Zr gmXa Ho$boë`m a§JH$_m©Mo Z
R>odVm BVa àojH$ Am{U Ë`m§À`m à{VgmXm§Zrhr à`moJ KS>{dÊ`mnmgyZ `mMr gwédmV Pmbr.
"ZmQ>çà`moJ åhUOo Oo AÑí` AgVo Vo Ñí`_mZ H$aÊ`mMr H$bm' hr ^y{_H$m KoD$Z g_mOmVrb H$moUVo noM
Am{U H$moUVo AmñWm{df` ZmQ>H$mV H$moU, H$go _m§Sy> eH$Vo `mMr {d{dYVm à`moJm§_Ü`o [XgyZ `oVo. ho H$m_
Am§Vaamï´>r` ñVamdahr MmbVo. `wÕmoÎma g_mOmV {ÌH$mbm~m{YV gË`mMr g§H$ënZm àñVwV am[hbr Zmhr. `m
~amo~aM, gd©M H$mhr _mZdr AmH$bZmÀ`m Q>ßß`mV `oV Zmhr Varhr H$mhr ^mdUmao JyT> _mZdr ì`mnmamV AgVo.
Ë`mbm OmJm H$ê$Z XoÊ`mgmR>rhr hm JQ> à`ËZerb AgVmo. EH$M Jmoï> AZoH$m§Zm AZoH$ H$moZm§VyZ doJdoJir [Xgy
eH$Vo `mda àmW{_H$ {dídmg R>odyZ ho H$m_ MmbVo.
ho H$m_ H$aUmam JQ> n[hë`mnmgyZ EH$Ì am[hbm Amho Am{U `m {dMmaerbVoMo à`moJ gVV H$aV amhÊ`mda
Ë`mZo bj H|$[ÐV Ho$bo Amho. Ë`mV n[adV©Zhr Ambo. AZoH$ V§Ìm§Mm nmR>nwamdm Am{U a§JH$m¡eë`o AmË_gmV H$aV
ho H$m_ boIZ, Aä`mg{Z~§Y, {Z`VH$m{bH$, AÝ` àH$meZo, Am§Vaamï´>r` g§KQ>Z Am{U gh`moJr àH$ën Aem
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{d{dY [Xem§Zr {dñVmabo Am{U Imobhr Pmbo. Zì`m H$ënZm Am{U Zdo àdmh `mV EH$ CnH«$_ _wÔm_ C„oI
H$aÊ`mOmoJm Amho Vmo åhUOo Xa VrZ dfmªZr hmoUmam "hmoëñQ>o~«mo' _hmoËgd. `m_Ü`o haàH$mao àojH$m§Mo Ë`m§À`m
Jmdm{df`rMo AmH$bZ R>iH$ hmoB©b Ago à`ËZ Ho$bo OmVmV. `mV EH$ _hÎdmMr Jmoï> R>g{dÊ`mMm à`ËZ
AgVmo. g¥OZerbVoMo H|$Ð _moR>çm eham§_Ü`oM gmnS>Vo Ago Zmhr Va n[apñWVr Zo_H$s `mÀ`m CbQ> Agy eH$Vo.
Xþgam ^mJ S>m°. A°{Z{bg `m§Zr {b[hbm Amho. 2011 _Ü`o Amo[S>ZV\}$ a§J_§Mmda Ambobo ZmQ>H$ X H$m°{ZH$
bmB\$ `mMo {ddoMH$ {díbofU Amho.
ho ZmQ>H$ åhUOo EH$m narZo Amo[S>Z ñdV: H$aV Agboë`m H$m_m{df`r, Ë`mÀ`m hoVy{df`r, `m H$m_mMm
H$mi Am{U B{Vhmg `m gJù`m{df`r... ñdV:M H$go ~KVmo `mMo CXmhaU åhUVm `oB©b. `mgmR>r ñdV:Mrhr
Mmby Mm¡H$Q> gmoSy>Z ZmQ>H$ gmXa H$aÊ`mMm à`ËZ Amho. ^{dî`mMm doY KoÊ`mgmR>r ^yVH$mimda Ñ{ï>jon Ago
H$mhrgo Ë`mMo dU©Z H$aVm `oB©b. H$WZ gai EH$aofr` H$mbJVrZo Z H$aVm _m°VmOÀ`m VÎdmZo åhUOo gwQ>çm gwQ>çm
VwH$S>çm§_YyZ EH$M _wÔm nwT>o AmUÊ`mÀ`m Am{U EH$mg_rn Xþgam R>odë`mZo Or Zdr AW©{Z{_©Vr hmoD$ eH$Vo Ë`m
ì`m{_l nÕVrMm dmna Ho$bm Amho. OJ^amVë`m {d{dY g§KfmªZr J«mgboë`m _mUgm§À`m H$Wm KoD$Z 2031 `m
H$mimV {Vgao _hm`wÕ hmoD$Z Joë`mZ§VaÀ`m EH$m Xþ:ñdßZXeu H$pënVmMm hm nQ> Amho. Ë`mV Amnë`m "{nË`mMm'
(\$mXa {\$JaMm) emoY KoUmar nmÌo doJdoJù`m ê$nmV Am{U H$mimV [XgVmV. {Od§V CS>Ë`m Y_Zrgma»`m
ZonÏ`mMm dmna, ZXrÀ`m IimiË`m àdmhmn`ªV nmoMUmao CVma àojH$m§Zm ~gÊ`mgmR>r Am{U ^yVH$mimMm Am{U
amÌrMm g§Ho$V XoUmam H$mim nS>Xm nmÌm§Zm H$mimV Am{U à`moJmV àdoe H$aÊ`mgmR>r Ago {Z`moOZ à`moJmV Amho.
a§J_§M åhUOo Ë`m ZXrÀ`m àdmhmdaMm EH$ Vam\$m Agmdm Agm ApñWa Amho. _mUgmZo H$m` hadbo, H$emMr
Amem ~miJbr, ~miJmdr, g_H$mbrZ a§J_§M EH$m ñd_¾ \w$½`mà_mUo ^mgVmo [H¨$dm H$go, Aem AZoH$ Jw§VmJw§Vr
`mV Amho. nmpíM_mË` g§ñH¥$VrMr AZoH$ {MÝho Am{U g§Ho$V dmnê$Z ZmQ>H$ gmXa Ho$bo OmVo. gm[hË`, g§JrV
Am{U AÝ` H$bm `m§À`mer Agboë`m ^md~§Ym§Mmhr dmna H$aÊ`mV Ambobm Amho. ^{dî`mÀ`m Xe©ZmV AgUmao
^oX bjmV KoVmKoVm hm à`moJ OwÝ`mMr OmJm ZdZdrZ Jmoï>r KoV amhUma `m§Mr An[ahm`©Vmhr nwT>o AmUVmo.
A Meeting with The Odin Teatret
- by Erik Exe Christoffersen
The cosmopolitan artistic director Eugenio Barba was born in 1936 in Southern
Italy. Wanting to explore the world, he left his home country when he was 17 and in
1954 found himself by chance in Norway working as a welder and sailor. In 1957 he
began studies in French and Norwegian literature and religious history at the University
of Oslo. However, being (and looking) foreign and eccentric, he did not fit into Oslo’s
conservative academic circles. So, he sought a vocation better suited to his personality
and found it in art and theatre. In 1960, he left Norway in order to study theatre direction
at the state school of theatre in Poland. He knew little about Poland and Polish theatre
when he arrived, but after seeing the Polish film Ashes and Diamonds by Andzrej
Wajda he was inspired and this lead him to the Polish director Jerzy Grotowski (193399). At the time Grotowski was the leader of the modest Teatr 13 Rzedów (The Theatre
with 13 Rows) in Opole. Barba followed Grotowski for three years and contributed to
bringing about the international recognition of his work. But in 1964 the Polish
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authorities denied Barba a visa to re-enter the country so he decided to return to Oslo
and establish his own theatre where he could continue with the kind of work he had
experienced in Poland.
The established theatres in Oslo were
not interested in his thoughts on theatre
which were based on the principles of
Grotowski. So, Barba brought together a
group of young people who wanted to work
in theatre, but had not been accepted at the
state school. This group became the Odin
Teatret in 1964. In 1966, Barba and his
group of four actors moved to Holstebro
in Denmark, where the local council
offered them the run-down farm that was
to become The Nordic Theatre Laboratory
for the Art of Acting.1
Eugenio Barba is still artistic director
of the theatre and continues to direct
Min fars hus, (My Father’s House) (1972-74) productions – at the time of writing he has
Actors Else Marie Laukvik and Ulrik Skeel : with staged 72 productions with Odin Teatret
spectators surrounding the playing space
and the multi-cultural Theatrum Mundi
Ensemble. These productions have toured
more than 60 countries, five continents and played in four or five different languages.
All productions are created from scratch and require several months of preparations,
often as long as two years, and all have different stage arrangements both in terms of
space and relations with the spectators. Barba has pushed the boundaries of fundamental
theatrical and dramaturgical strategies through seminars, pedagogic sessions,
comparative research, interdisciplinary conferences and interactions with marginal social
and/or ethnical groups. Even though Barba leads the organization, Odin Teatret is highly
dependent on collaborative efforts with specific individual areas of responsibility for
its members. Over the years, 31 actors have been part of Odin Teatret for longer or
shorter periods of time. During its early years the theatre produced one or few
performances, more recently however the number of productions has increased
significantly and at present the theatre has a repertoire of about 23 productions and
working demonstrations.
In some productions all actors participate, others have small ensembles, and others
are solo productions or working demonstrations which show various working principles.
1.

In 1984 it became The Nordic Theatre Laboratory with various subdivided groups. The new logo of
the theatre was an interpretation of Niels Bohr's coat of arms with the symbol of ying and yang and
the text Contraria sunt complementa (Contrasts are complementary)
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However, all productions are characterised by personal and artistic reflections on the
theatre as a space for silent knowledge, and for the actor’s ways of thinking, reacting
and creating relations. In this manner, the theatre is able to connect personal and
professional artistic reflection on the historical developments of theatre in the 20th and
21st centuries.
Odin Teatret’s first production, Ornitofilene, was created in Oslo in 1965 and was
a radical adaption of the play Fugleelskerne by the writer Jens Bjørneboe. Rehearsals
for this production set as a court scene, where former Nazis, now tourists, accuse the
inhabitants of an Italian village of killing and eating small birds, took place in a former
bombshelter. The actual performance took place amongst the spectators who were
directly addressed by the actors in non-scripted asides. The dramaturgy was a montage
of action sequences which sometimes appeared to leave the time setting of the court
hearing in order to show glimpses of the past. In this way, the performance could be
compared to a Brechtian demonstration and the epic theatrical form and it also took
inspiration from the Russian film and theatre director, Sergei Eisenstein’s, idea of a
montage of attractions - fragments of action which challenge the spectators’ expectations.
The director did not set out to produce a textual interpretation – an approach that
has become characteristic of the dramaturgy of Odin Teatret. Over the years this
particular dramaturgy has become more pronounced, with all manner of ’holes’ made
available for spectators to fill with their experiences, thoughts and personal associations.
The dramaturgy of the performance is like an intricate pattern of different stories. Music,
costumes and stage designs, the placements of the spectators, are all individual
dramaturgical threads which can run in parallel or cross over, and which create the
central ‘mysterious’ meeting points of the performance, or what is termed ‘variables’
in reception research.
Since the first performance, the theatre has used a number of different spatial
arrangements as frames for its performances: Circular, oval or square spaces in which
the spectators watch the performance as well as each other. The dramaturgy of Odin
Teatret anticipated what later became known as ‘post-dramatic theatre’ or ‘devising
theatre’. Both terms refer to new ways of understanding the relation between stage and
text, process and performance, in which theatre is not seen as a representation of either
plot or fiction, but as a real construction achieving its significance through exchanges
with the spectators.
The dramaturgy has broken with the usual separations between stage and spectators,
opening new possibilities for how the spectators receive the works. Barba understood
perception as a form of spectators’ re-action directed by the director who through the
actors and dramaturgy could target each individual spectator.
Making the Invisible Visible :
For almost 50 years Odin Teatret has undertaken a wide array of different activities:
seminars, films, books, tours and meetings, pedagogic activities or long collaborations.
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This has sometimes been in the context of
the ISTA (International School of Theatre
Anthropology), and research on
multicultural perspectives, which has been
a focus of Odin Teatret since 1979. Or it
has been in the context of the multicultural
Theatrum Mundi Ensemble led by Eugenio
Barba, whose most recent production was
Ur-Hamlet at Kronborg (Elsinore Castle)
in 2006. This project was a collaboration
between a number of professional theatre
cultures and a pedagogic project in which
young theatre enthusiasts from all over the
world participated in workshops and were
integrated in the performance as ‘the
foreigners’. This model has also been
employed for festivals where workshops
with participants from all over the world
have been central activities and offered
exchanges of experience in relation to
Torgeir Wethal
theatre
practice and cultural politics. The
(1947-2010)
Actor, director and theatre pedagogue. He Magdalena Project is another international
network of actresses and directors which
contributed to the foundation of the Odin
Teatret in 1964 and participated in the
had its 25th anniversary in 2012. One of its
activities of the theatre up until 2010.
still active founders is Julia Varley, actress
at Odin Teatret since 1976, and also the
editor of the journal The Open Page, which focuses on women in the world of theatre.
Another noteworthy project is Vindenes Bro (The Bridge of Winds), which is a
pedagogic project founded in 1989 and led by Iben Nagel Rasmussen, actress at Odin
Teatret since 1966.
Several of the actors at Odin have been and are actively participating in such
projects and networks which ensure a professional and international exchange and
continued education. It is in many ways a fundamental research in the exchange and
education of the theatre.
Odin Teatret employs around 20-30 people and hosts over 300 guests for longer or
shorter periods every year. Being a theatre laboratory is perhaps the most important
aspect of Odin in relation to contemporary theatre practice in which renewal is constantly
required. The laboratory is based on relative separation from political, economic and
religious processes and logics and facilitates exploration of the theatrical medium in
its own right. Odin does not attempt to deny the fact that theatre as a medium is in
many ways archaic and out-dated compared to digital media, which are integrated in
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Det Kroniske Liv (The Chronic Life)
- by Annelis Kuhlmann

The most recent large ensemble production by the Odin Teatret, Det Kroniske Liv
(hereafter only named The Chronic Life) from 2011, is in several ways a particular
example of how the theatre understands its own practice and purpose, time and history
when the director wants to break with a number of the ensemble’s regular means of
expression. After almost 50 years one might expect one of the longest working theatre
groups in the world to look to the past, but with The Chronic Life Odin Teatret has
chosen to use a retrospective way to look towards the future.2

Play : The Chronic Life
Director : Eugenio Barba

Play : The Chronic Life
Director : Eugenio Barba

The title, The Chronic Life, suggests an insistent and vulnerable energy testing its
strength against time, which is characteristic of the performance. Time understood as a
time of wars, conflicts and globalisation. The performance also works with the actors’
time as an artistic chronicle of living with spectators for almost 5 decades. The Chronic
Lifes hows time as a form of disappearing act and highlights this loss in a global and
local community in which suffering and the loss of love are traced in the family album
of the theatre.
The Chronic Life is based on the principles of montage telling the stories of a
number of different destinies which, according to the programme, run up until the year
2031 and work as a dystopia about the world after a third world war where people from
2.

Director and dramaturgy : Eugenio Barba. Text : Ursula Andkjaer Olsen. Dramaturg : Thomas
Bredsdorff. Literary consultant : Nando Taviani. Lights : Odin Teatret, Jesper Kongshaug. Stage
desogn : Odin Teatret, Jan de neergaard, Antonella Diana. Music : Odin Teatret. traditional and
modern melodies. Costumes : Odin Teatret and Jan de Neergaard. Technicians : Fausto Pro, Paul
Iaiza, Pierangelo, Pompa, Ana Woolf.
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different areas of conflict are searching for lost father figures in their lives. The social
conflict causes a chaotic and oppressive situation for the black virgin (Iben Nagel
Rasmussen), the widow of a Basque officer (Kai Bredholt), the Chechen refugee (Julia
Varley), the Rumanian housewife (Roberta Carreri), the Faroese rock musician (Jan
Ferslev), and to the Danish attorney (Tage Larsen) and two mercenary soldiers (Donald
Kitt and Fausto Pro).
The blind Columbian boy (Sofia Monsalve) meets these characters in Europe
where he has arrived in order to find his lost father. They all tell him to stop searching,
but in vain. The Basque widow tells her son (played by a marionette puppet) about
the five men whose dead bodies she has washed. By telling the story about the dead
father a connection of identity is created between the widow’s son and the Latin
American boy.
By the end, another alter ego appears: a blind violinist (Elena Floris), dressed as
the searching boy. The violinist plays notes which suggest an almost nostalgic and
atmospheric undertone to the future of the chronic life. Musical passages from among
others the last choir from Beethoven’s 9th Symphony with the text from Schiller’s
poem ‘An die Freude’ and Mendelssohn’s Wedding March all contain elements of
festivity and hope for the future. After all the other characters have found each other in
a silent tableau, which can be seen as alluding the final picture of Vsevolod Meyerhold’s
production of The Government Inspector (1926), the boys close the performance with
an exit on a light note and carefree laughter that defy the price of death. The three boys
appear as projections of one boy’s search in life for his father – a search which may be
seen as meta-theatrical discourse within the performance.
The Life Nerve :
The idea of blood pulsating forms an artificial band that opens and closes the
frame around The Chronic Life. In the beginning, the shimmer from a band of light,
which looks like a stylized artery running below the audience space on the two banks
on each broadside of the playing space, is intensified. Towards the end of the
performance, the playing space is transformed into a zone demarcated by a characteristic
band of red and white stripes like the ones used in police investigations. During the
performance we hear a pulsating sound as if it were an electro-cardiogram of the chronic
life. Like a musical sub-bass in the polyphony of voices, the pulse often creates a
complementary relation to the visual side of the performance; for example, we see
(and hear) a soldier’s helmet hanging from a spring from which an enormous block of
ice melts and drips into a tin dish. The drips can be correlated to loss of blood in war
and the sounds associated with the last pulse of a butchered victim. By the end, these
drops have become a life-giving force to the earth. With the artery and the demarcation
as framing metaphors, the level of interpretation also contains an artistic exploration
of space with special care for the presence and nerve of the audience.
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Marking a Legacy :
As is often the case with Odin Teatret, the spectators surround the laboratory
performance by sitting on two inclining opposed boards as if on the banks to a roaring
river on which the scenic space is formed as a raft with associations to Vsevolod
Meyerhold’s Balagan (The Fairground Booth)3 (1906) and Jerzy Grotowski’s The
Constant Prince (1st version 1965)4. Both of which have a special meaning in director
Eugenio Barba’s universe. At one end of ‘the river’ the black curtain of night allows
single characters to slip through and from the darkness glimpses of memory appear in
the form of some of the lost brothers and fathers represented by surreal, flat characters
that look like images on playing cards flying into the air like cluster munitions. At the
other side of ‘the river’ we see a wooden wall from which meat hangers are extended
on iron chains. The hangers are used for both living and dead organisms throughout the
performance.
In the middle of the raft stands a coffin of clear glass and much of the action takes
place inside and around it. This space is like a house of glass creating transpaal patriarchal
dismantling. From the Chechen woman’s shawl and countless skirts to the virgin’s
inner sable dance, the Rumanian housewife’s intent attempts to polish the glass house
and to strangle herself with a plastic bag and to the Latin American boy’s attempt to get
behind the door/lid on the coffin.
The black virgin, whose returning motif is the Danish poet’s Oehlenschläger I
skyggen vi vanke (1803),5 becomes, in an example of natural romanticism with a
contrasting effect, another layer of fiction in the middle of a story of many losses. The
Chechen woman speaks of her country as ‘The country where I was born had been at
war so many years that I didn’t know anyone who could remember days of peace.’ For
generations her family has only known «death and loss and displacement» […] ‘I have
been through ten, no… twenty countries and I have reached the border of wonderland.
Here people eat without being hungry and drink without being thirsty. Here everybody
seems to be happy’.
This bitter irony is not to be mistaken. The characters continuously comment on
the situation in Leonard Cohen’s classic ‘Everybody knows…’. The Rumanian
housewife, who tries in vain to kill herself, sings the gospel song ‘I wanna die easy,
when I die…’ and a moment later Louis Armstrong’s ‘Oh, what a wonderful world’.
The song gives the performance a special meaning.
3.
4.
5.

Alexander Blok's play The Fairground Booth [Balaganchik] (1906).
The production was based on Juliusz Slowachki's Polish adaption of Calderon's play The Constant
Prince [El Principe Constante] (ca. 1629)
Engl. In the shadow we stumble.
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The composition of the performance contains elements from previous productions:
the ritual of the door Chaosmos (1993-96), the limping way of walking in part of the
female universe from Brecht’s Ashes II (1982) and the thrown-away atonement money
from My Father’s House (1972-74), have all become fundamental cultural expressions
within the anthropological landscape created by Odin Teatret for The Chronic Life.
The discourse is here apparent as the resource of the theatrical legacy. The question of
what is chronic is passed to the spectators through the flowing blood and seen as a state
of mind where even chaotic loss has a potential.
The Bubble as Contemporary Theatre :
The story establishes a distance of time, which in several ways makes The Chronic
Life a very contemporary production. The collapse of a world subjected to political
risks is here also a story of the life of the theatre. The lost or disappeared father is a
classic theme in theatre history and The Chronic Life certainly also offers an opportunity
to understand the performance as a collective memory of the irretrievable past we all
participate in. The third theatre, in its third age, integrates the stories of loss into the
Danish confused image of a happy nation and this image runs powerfully though all
the characters’ stories. The Danish attorney (Tage Larsen) has a number of lines, which,
in the form given by poet Ursula Andkjær Olsen, draw on popular poetic idioms found
in the sentence of ‘Med lov skal land bygges’ (with legislation a country is to be built).
This is from the beginning of Jydske lov (the Code of Jutland – Codex Holmiensis),
one of the oldest preserved written statutory laws of medieval Denmark, which till this
day is written above the door
of the Courthouse in
Copenhagen.
To many Danes, this
sentence is a given norm of
what we almost blindly
subscribe to in our society of
civil legislation. In The
Chronic Life, however, which
demonstrates the obvious
lack of rights of the
suppressed this line carries
clear, comical and critical
undertones. «Legislation» has
been replaced by a series of
national
and
social
conventional idioms and
pieces from popular Danish
songs.
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H°$Q>bmo{Z`mÀ`m gm§ñH¥${VH$ Am{U d¡Mm[aH$ nwZéËWmZ nwZ:àñWmnZ
Am{U nwZé‚mrdZmÀ`m g§X^m©V "Zm°_©bm`PoeZ' hr g§km VoWrb amOH$s`
Am{U ^m{fH$ dV©wim§_Ü`o Zoh_r dmnabr OmVo. 1939 Vo 1975 `m XrK©
H$mbI§S>mV \«|$M hþHw$_emhrImbr hm àXoe hmoVm. Ë`m_wio"Zm°_©b' åhUOo
H|$ÐñWmZr ñdV:À`m h¸$mZo XmIb hmoUo, ñdV:Mr Apñ_Vm àñWm{nV
H$aUo Agm hm àdmg Amho. XrK© H$mi AS>dbobo, Jßn Ho$bobo,
AZm{_H$VoÀ`m ~oKa AdñWoV T>H$bbo Jobobo Am{U gmd©O{ZH$
{dñ_¥VrÀ`m A§YmamV Jm`~ Pmbobo EH$ ñdËd `m g§nUy © à[H«$`oV H|$ÐñWmZr
`oÊ`mgmR>r YS>nS>V hmoV.o gVV à{VdmXmMr Am{U O[Q>b gm_m{OH$ Am{U
amOH$s` dmñVdmer H$amdr bmJUmar bT>V hm `oWrb ZmQ>çjoÌmVrb
_§S>itMm B{Vhmg Amho.
H°$Q>bZ ZmQ>H$H$ma Am{U a§JH$_u ñdV:Mr g§[hVm gmXa H$ê$ nmhmV
hmoV.o Ë`m§Zm EH$m à{V_oV AS>H$bobo ZmQ>H$ ZH$mo hmoV.o Omog\o $ E_. ~oZQo > B
Om°ZQ} > hm H°$Q>bmo{Z`mMm _w»` ZmQ>H$H$ma. Ë`mZo 1960 nmgyZ H$m_ gwê$
Ho$bo. `wÕmoÎma hþH$w _emhrV g§[hVm§Zm gaH$mar narjUmMm H$mM OmUdV hoVm.
\«$° H$moÀ`m H$mimV H°$Q>bZ ^mfm hrM Ë`m§Mr _w»` IyU Am{U AmoiI hmoVr.
AZoH$ ZmQ>H$H$mam§À`m boIr ho ^yVH$mimVrb X_Z Am{U XS>nU `m§ZmM
BVa H$moUË`mhr Ame`mnojm _hÎdmMo hmoV.o H°$Q>bZ {WEQ>aMr H$ënZm Zo_H$s
KS>dÊ`mV AZoH$ JwV§ mJwV§ r hmoË`m. Ë`mV AJXr B©ídaXÎm _mZë`m Jobëo `m
ñdËdmnmgyZ {d{dY amOH$s` ^m¡Jmo{bH$, Eo{Vhm{gH$ Am{U gm_m{OH$
Ñ{ï>H$moZ hmoV.o `m gd© {^ÞVog[hVM {dgmì`m eVH$mVrb H°$Q>bZ a§J^y_rMr
àoaU da åhQ>ë`mà_mUo "Zm°_b
© m`PoeZ'Mr Am{U Am¡Úmo{JH$sH$aUmMr hmoVr.

Ë`m [XeoZo g§ñWm{Z{_©VrMo à`ËZ Mmby hmoV.o n[hë`m XmoZ VrZ XeH$m§V Omog\o $ E_. {_bmZ am¡ab
o `m§Zr `wamo{n`Z
nÕVrÀ`m gm[hpË`H$ Am{U g§ñWmË_H$ àmê$nmMo AZwH$aU H$aÊ`mMm à`ËZ Ho$bm. 1931 Vo 1936 _Ü`o H°$Q>bZ
gaH$maMr gm§ñH¥${VH$ YmoaUn{ÌH$m V`ma Pmbr. Ë`mV amï´>r` a§J_§MmMr H$ënZm hmoVr. `m H$ënZm ñnoZ_Yrb `mXdrÀ`m
Am{U \«$° H$moÀ`m H$mimV _yH$M ~Zë`m. 1940 _Ü`o ~m{g©bmoZm_Ü`o gmd©O{ZH$ {WEQ>a C^maÊ`mMo à`ËZ Pmbo. {VWo
H°$Q>bZ ^mfoVrb ZmQ>H$H$mam§À`m ZmQ>H$mMo {Z`{_VnUo à`moJ H$aÊ`mMo R>abo hmoV;o na§Vw 1950 À`m gw_mamg Am{W©H$
Am{U d¡Mm[aH$ g§KQ>ZmË_H$ An`em_wio Vo ~§X nS>b.o 1968 Vo 1974 `m H$mimVhr N>mQo >çm à_mUmda à`ËZ Pmbo.
nU H°$Q>bZda ñn°{Ze ^mfoMr gº$s \«$° H$mo amOdQrH$Sy>Z Pmbr. 1960 Vo 1976 `m H$mimV ñdV: H°$Q>bZ a§J^y_rMo
H$m`©H$V} H$m_ H$aVM hmoVo. `mVyZ H°$Q>bZ amï´>r` a§J^y_rMm dmagm V`ma Pmbm.
bmoH$emhrÀ`m H$mimV àojmJ¥hmÀ`m B_maVtMo ~m§YH$m_ Pmbo. \«$° H$moÀ`m _¥Ë`yZV§ a ZQ> Am{U [X½Xe©H$m§Mr EH$
n[afX g§K[Q>V Pmbr. hr "Zm°_b
© m`PoeZ'Mr gwédmV åhQ>Vm `oBb
© . `mda `wamon_Yrb ì`dhmamMr N>mn hmoVr. `mV
a§J^y_rÀ`m H$m`m©{df`r doJim Ñ{ï>H$moZ hmoVm. H$bm åhUOo lr_§Vm§À`m M¡ZrMm {df` Zìho, Vmo _mUgmÀ`m OJÊ`mÀ`m
JaOoMm {df` Amho. `m_YyZ EH$ H$bmË_H$ Am{U Z¡{VH$ ~m§{YbH$sMm {dMma {Z_m©U Pmbm. AZoH$ _mJÊ`m gwédmVrbm
_mÝ` Pmë`m ZmhrV. Varhr EH$ gmd©O{ZH$ MMm© gwê$ Pmbr Am{U dg§V_hmoËgdmbm gwédmV Pmbr. _yi JQ>mVyZ
H$mhr bmoH$ ~mhoa nSy>Z A{YH$ àmJ{VH$ {dMmamZo a§JH$_uMr n[afX C^r am[hbr. hr 1979 n`ªV H$m`©aV hmoVr Am{U
AmOhr ñ_aUmV Amho. 1976 _Ü`o {VAmÌ ë`yao hr H°$Q>bmo{Z`m_Yrb gdmªV pñWa g§KQ>Zm C^r am[hbr. Ë`m§Mr OmJm
AmOhr dmnamV Amho. Am{dîH$ma ñdmV§Í`mMo àVrH$ åhUyZ Ë`mbm EH$ doJio ñWmZ Amho. àm`mo{JH$ nmVirda
A{^OmV ZmQ>H$m§Mm nwZ{d©Mma, ñd^mfoVZy ZmQ>H$ H$aÊ`mgmR>r ~m§{YbH$s Am{U `mgmR>r à`moJemim ho Ë`mÀ`m H$m_mMo
{d{dY n¡b.y Ë`m§À`mda "naH$s` ^mfm§_Yrb à`moJm§Zm àmYmÝ` XoD$Z H°$Q>bZ ^mfobm _mJo R>do Umao' Aer Q>rH$mhr
Pmbr. 1988 _Ü`o hr gmd©O{ZH$ g§ñWm Pmbr. ~m{g©bmoZmÀ`m ZmJar àemgZmMm nm[R>~¨ m {_imbm hmoVm. `mMo
_moR>çm à_mUmda ZyVZrH$aU hmoD$Z ~m{g©bmoZm `wamo{n`Z a§J^y_rMo EH$ H|$Ð ~Zmdo `mgmR>r doJdoJù`m [Xem§Zr g§gmYZ
òmoV O_m Pmbo Am{U Z¥Ë` Am{U ZmQ>H$ `m§Zm Ka {_imbo. 1997 _Ü`o nmñHw$Amb hm `wamonmV à{gÕr nmdbobm
[X½Xe©H$ `oWrb H$bm[X½Xe©H$ åhUyZ éOy Pmbm. \o$~«dw mar 2002 n`ªV `m àH$ënmMo H$m_ nyU© hmoD$Z EH$ 800
AmgZì`dñWoMo Am{U EH$ bhmZ àm`mo{JH$ H$m_mgmR>r 200 Mo àojmJ¥h AË`mYw{ZH$ gmo`tZr gwg‚m C^o am[hbo.
2003 _Ü`o A°bŠo g [aJmobm ë`waÀo `m à_wInXmda éOy Pmbo. Ë`m§Zr AmYw{ZH$ `wamo{n`Z àdmhm§er ZmVo OmoS>Umar
{Z{_©Vr pñWa ZQ>gM
§ `m§À`m `moOZoZo Am§Vaamï´>r` nmVirda g§ñWoMo Zmd nmoMdbo. Ë`m§Zr a§J_§Mmda AmUbobr _m_oQ>
~«»o V Am{U eoŠg{n`a `m§Mr ZmQ>H$o AmYw{ZH$ V§ÌkmZ Am{U g§JrV `m§Mm dmna H$ê$Z ZoÌXrnH$ ñdê$nmV Ambr.
IoarO Ë`m§Zr H°$Q>bZ ZmQ>H$H$mam§Zm, Z¥Ë`aMZmH$mam§Zm Am{U g§JrVH$mam§Zm _moR>m dmd [Xbm.
\«$° H$moà{UV n[a{ZarjU Am{U {Z`§ÌU CR>ë`mda Am{U 1979 _Ü`o H°$Q>bZ ñdm`ÎmVoMm A{Y{Z`_ Pmë`mda
`m ì`dgm`mbm AIoa ñdV:À`m AmH$m§jm nyU© H$aÊ`mMr g§Yr {_imbr. 1982 nmgyZ H°$Q>bZ ZmQ>H$mbm {deof
CR>md {_imbm. g§Yr Am{U àoaH$ dmVmdaU `mV nwT>Mr dmQ>Mmb gwb^ Pmbr. Pmogon _m[a`m âbmoQ>mQ²>g `m ZQ>
[X½Xe©H$mZo AZoH$ àH$mao à`ËZ H$ê$Z amï´>r` a§J^y_rÀ`m {Z{_©VrH$S>o bj doYbo. 1984 nmgyZ Mmby Agboë`m
à`ËZm§Mr n[aUVr `m a§J^y_rMr {Z{_©Vr hmoÊ`mV Am{U âbmoQ>mQ²>g `m§Zm Ë`m g§ñWoMo g§ñWmnH$ [X½Xe©H$ åhUyZ
_mÝ`Vm XoÊ`mV Ambr.
`m g§ñWoMo ^ì` g§H$w b C^o am[hbo. Var Ë`mV dmX, dmXio Am{U YmoaUmË_H$ ~Xb `m Jmoï>r hmoVM am[hë`m.
H°$Q>bmo{Z`mÀ`m Apñ_VoMm a§J_§M gVV ñdV:Mr OmJm amIÊ`mgmR>r OmJéH$ am[hbm. H$°Q>bZ a§J^y_rdarb H$mhr _hÎdmÀ`m
à`moJm§Mr Zm|Xhr `m boImV KoVbr Amho. Ë`mV ZV©H$ Z¥Ë`aMZmH$ma `m gdmªÀ`mM Am{dîH$mambm OmJm {_imbr.
Joë`m XeH$mV {dH|$ÐrH$aUmMr à[H«$`m gwê$ Pmbr Amho. a§J^y_r ApñWaVoÀ`m H$MmQ>çmV amhÿ Z`o `mgmR>r
à`ËZ hmoV AgVmV. g_mOmVrb VimJmimVë`m Am{U H$m_JmadJm©À`m AmñWm§Zm ñne© H$aV amhUmar hr a§J^y_r
doJdoJio à`moJ H$aV Ambr Amho Am{U AmOÀ`m H$mimV ñdV:Mo ñWmZ H$m`_ H$ê$Z C^r Amho.
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The term “normalization” is typically employed within Catalan political and
linguistic circles to refer to the process of recuperation, revival, and relegitimization of
Catalan cultural and intellectual life that ensued following the period of the Franco
dictatorship (1939-1975). Here, to be “normal” is to move from the periphery to the
centre, to be regarded as valid rather than illicit, and to be visible and vociferous—
even obvious and everyday—instead of obstructed, silenced, or relegated to the margins
of exile, the recesses of memory, or the darkness of invisibility. The path along which
the contemporary Catalan theatre scene has struggled to recover and reconstitute the
professional legitimacy and visibility that it lost during the dictatorship has been a
complex and polemical process, for there would be concerns with regard to the
distribution of public subventions for the theatre, the diminished support for the figure
of the playwright or author (in favour of the director), and the privileging of imagebased performance over text-based drama. Josep M. Benet iJornet, one of Catalonia’s
most prominent dramatists, who began staging his works in the 1960s, has likened the
“normalcy” of the current period of Catalan theatre history to the arrival of the Jewish
people at the Promised Land following their Exodus from Egypt and their subsequent
desert crossing.i Benet’s focus is the situation of text-based drama in Catalan; that is,
the literary genre that, during the post-war period of the dictatorship, was perhaps most
vulnerable to censorship. Once the desert was crossed, however, as he observes, the
path to “normalcy” was still not complete, and new challenges would ensue.
In democratic times, as was the case during the Franco dictatorship, the presence
of the Catalan language as a vehicle of theatrical expression has continued to hold
symbolic value as a crucial marker of identity and a vindication of Catalan culture. For
many contemporary Catalan dramatists and theatre practitioners, innately conscious of
the oppressive realities of the past, the linguistic distinction appears to have taken
precedence above all other thematic or aesthetic indicators of national identity. To
write and/or stage a play in Catalan is, in effect, to inscribe and reclaim a specific
cultural space.
Within the complex space of contemporary Catalan cultural identity, there has
been great difficulty, as Helena Buffery as observed, in characterizing with precision
the idea of a national stage, for it is a notion whose meaning fluctuates according to
“diverse claims to legitimacy,” as well as a varied range of political, historical,
geographic and/or social perspectives.ii Despite varying contemporary connotations,
Catalan theatrical life throughout the twentieth-century was, nevertheless, largely
underpinned by a desire for normalization and institutionalization, derived in part from
the nationalist dreams of the noucentista movement, which was named for the year
1900. Such aspirations surfaced during the early part of the century in the voices of key
figures, such as Josep M. Millàs-Raurell, a vital intellectual force, who, during the
1920s and 1930s, sought to bring the Catalan stage in line with European literary and
institutional models.iii Likewise, during the period comprising 1931 to 1936, the
Republican Generalitat (government of Catalonia) articulated a cultural policy
advocating the creation of a National Theatre of Catalunya. Its goals, which, under
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“normal” circumstances, would have been considered worthy of any modern
industrialized nation, would fall silent with the advent of the Spanish Civil War and the
subsequent censorship practices of the Franco Regime.iv
Significant precedents with regard to normalization and institutionalization emerged
during the period of the dictatorship, though not without severe difficulties and
constraints. Enric Gallén recounts the attempt to create a public Teatre Municipal de
Barcelona in the 1940s, and how, in 1949, the formation of the Patronat del TeatreCatalà
(Advisory Board of Catalan Theatre) of Barcelona’s Teatre Romea represented an effort
to devote programming to Catalan drama and to promote, in large part, the work of
author Josep Maria de Sagarra. Other dramatists, such as Ferran Soldevila, Frederic
Soler, ÀngelGuimerà, AdriàGual and IgnasiIglésias were included in the Romea project;
yet the Patronat died a precipitous death in the early 1950s, the result of economic,
conceptual and organizational failures.v Gallén calls attention, in addition, to the
activities of the Capsa Theatre, a platform for the Catalan independent theatre groups,
and to the failed, short-lived project that was the TeatroNacional de Barcelona (196874), a theatre devoted to Spanish-language productions, officially-sanctioned (and
imposed) by the Franco Regime under the auspices of the Spanish Ministry of
Information and Tourism.vi While the non-professional, non-official, and sometimes
furtive activities of the AgrupacióDramàtica de Barcelona (1955-63) and the
Escolad’ArtDramàticAdrià Gual (1960-76), critical components of the Catalan
independent theatre movement, constituted a renewal of the Catalan theatre scene,
they also, in effect, laid the foundation for what would become, in the future, the
repertoire of a national theatre.vii
During the democratic period, the renovation of Catalan theatrical life has entailed
the construction and restoration of theatrical infrastructures in Barcelona (and, more
broadly, Catalonia) whose existence had been thwarted by the dictatorship. It has also
included the remodelling of non-theatrical spaces and the recovery of locales that had
been transformed into cinemas. The year immediately following Franco’s death, 1976,
represents a key moment, in that it marked the establishment of the Assemblea d' Actorsi
Directors (Standing Conference of Actors and Directors). With its creation, the Catalan
stage embarked on the road to normalization. Inspired by European paradigms that included
Jean Vilar’sThéâtre National Populaire and Giorgio Strehler’s Piccolo Teatro di Milano,
Catalan theatre professionals during the democratic transition were motivated by a
seemingly utopian and equalitarian view of the theatre as a public service. viii They did
not regard culture as a luxury; instead, it was considered a necessity for ensuring the
overall wellbeing of society. Emphasis was thus placed on “an aesthetic and ethical
commitment,” rather than commercial and economic interests.ix It was with these
concerns in mind that the Assemblea launched an appeal in 1976 for the creation of a
Teatre de Barcelona, a Teatre de Catalunya, and a LleidelTeatre (Theatre Law). Although
these demands were initially denied, the Assemblea did succeed in inciting public debate
and establishing, that same year, the Grec summer festival under the auspices of the
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Barcelona municipal government. It was an event met with resounding public
enthusiasm, whose opening night each June continues to serve as a reminder of past
struggles.x Shortly after the creation of the first Assemblea, an alternative group with
more progressive political tendencies broke away to form the Assemblea de Treballadors
de l’Espectacle(Standing Conference of Theatre Workers). Its activities were based at
Barcelona’s Saló Diana until 1979, and it is still remembered today for its stunning
production of the classic romantic work Don JuanTenorio (1844), by José Zorrilla
(1817-1893), at the historic Born Market in November 1976.xi
The year 1976 also marked the creation of the Teatre Lliure, Catalonia’s most
stable, accomplished and distinguished repertory company. The Lliure was founded by
Lluís Pasqual, Pere Planella, FabiàPuigserver, and Carlota Soldevila as a private
collective with public aspirations.xii Its original performance space, still in use, is located
in the Gràcia district of Barcelona in a late-nineteenth-century building that once
belonged to the Catalan workers cooperative La Lleialtat.xiii Faithful to its name and to
its establishment during the democratic transition, the Lliure—both the building and
the resident company—has stood since its beginnings as an emblem of freedom of
expression, a vindication of Catalan-language theatre productions, and a laboratory for
experimentation. Its unique view of the creative process has emphasized the notion of
artisanship, as opposed to authorship, in its innovative interpretations of classic plays
drawn from an international repertoire. The Lliure has functioned as a formative training
ground for many talented Catalan actors; yet it has also been a site of contention.
During the late 1970s, for example, the theatre was criticized by several Catalan
dramatists for privileging the so-called “universal” repertoire rather than encouraging
the creation of original Catalan-language plays.xiv
In 1988, the Lliure became a public entity, the FundacióTeatreLliure-TeatrePúblic de
Barcelona, with the support of the Barcelona municipal government. In 1989, through
the perseverance of director/scenic designer Puigserver, the Barcelona City Council granted
the Lliure its dream of creating world-class theatre space: plans were begun to renovate a
building known as the Palau d’Agricultura, an historic building situated along the slope
of Montjuïc, originally constructed for the Barcelona International Exposition of 1929.xv
During the late 1990s, the Ajuntament (municipal government) and Diputació (provincial
council) also began converting the lower part of Montjuïc into the Ciutat del Teatre, a
multi-space “theatre city” that would contain the new Lliure, along with the Mercat de
les Flors, the Teatre Grec (centrepiece of the Barcelona summer arts festival), and the
new headquarters of the Institut del Teatre de la Diputació de Barcelona (the conservatory
of theatre of dance). Motivated by cultural-political aspirations to transform Barcelona
into a European theatre capital, the Generalitat and Spain’s central government also
provided funding for the new Lliure and the Ciutat del Teatre.
In 1997, Pasqual, who had garnered notoriety throughout Europe for his directorial
work, returned to Barcelona from his position as director of the Théâtre de l’Odéon in
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H°$Wr n[H©$Ýg `m A_o[aHo$Vrb »`mVZm_ àH$me`moOZmH$ma AmhoV. A_o[aHo$V VgoM `wamon Am{U X{jU
Am{\«$Ho$_Ü`ohr Ë`m§Zr H$m_ Ho$bobo Amho. A_o[aHo$Vrb AZoH$ à{gÕ ZmQ>çg§ñWm§gmR>r Ë`m§Zr àH$me`moOZm H$ê$Z
_mÝ`Vm {_i{dbr Amho. AZoH$ nwañH$mam§À`mhr Ë`m _mZH$ar AmhoV.
Ë`m§Mo {ejU {_{eJZ Am{U hm°dS>© {dÚmnrR>m§_Ü`o Pmbo. Ë`m§Zr e¡j{UH$ joÌmV drg dfmªhÿZ A{YH$ H$mi
AÜ`mnZ Ho$bo Amho Am{U gÜ`mhr Ë`m Zm°W© H°$amo{bZm {dÚmnrR>mV H$m`©aV AmhoV.
A_o[aHo$Vrb Am{U OJ^amVrb _[hbm ZmQ>H$H$mam§À`m nwñVH$m§Mo g§nmXZ Ë`m§Zr Ho$bo Amho Am{U A_o[aHo$Vrb
Am{\«$H$Z A_o[aH$Z H$bmH$mam§À`m g_yhm§er Ë`m§Mm Img g§~§Y Amho. Ë`m gÜ`m Zm°W© H°$amo{bZm {dÚmnrR>mVrb
nXì`wÎma {d^mJmV àH$me`moOZm {df`mÀ`m àmÜ`mnH$ åhUyZ H$m`©aV AmhoV. àH$me`moOZm `m {df`mV E_E\$E
hr nXdr {_i{dUmar `w{Zìh{g©Q>r Am°\$ {_{eJZMr n{hbr Am{\«$H$Z A_o[aH$Z {dÚm{W©Zr Amho.
àñVwV {Z~§YmV Ë`m§Zr ñdV:Mm `m {dfmVrb Aä`mg H$gm hmoV Jobm ho gm§JVm gm§JVmM H$mhr AZw^d{gÕ
_ybVÎdohr _m§S>br AmhoV. a§J_§MH$bm gm_y[hH$ ñdê$nmMr Am{U gh^mJmVyZ g§H$ën{gÕrH$S>o ZoUmar H$bm Amho
`mMo Ë`m§Mo ñdV:Mo ^mZhr H$gH$go {dH${gV hmoV Jobo ho Ë`m§Zr EH$m àm§Oi Am{U gai AmË_H$WZmVyZ gm§{JVbo
Amho.
bhmZ d`mV Agbobo ZmQ>H$m§Mo doS> Am{\«$H$Z A_o[aH$Z dmñVdmÀ`m AmH$bZmVyZ àH$me`mOZogma»`m
nS>Úm_mJÀ`m AmYmamH$S>o H$go dibo Am{U Ë`mV ag KoD$ bmJë`mda Ë`mV à`moJerbVobm [H$Vr dmd [XgyZ
Ambm hohr Ë`m§Zr gm§{JVbo Amho. {dÚmnrR>r` àmXo{eH$ amï´>r` Am{U Am§Vaamï´>r` nmVirdaMo Ë`m§Mo H$m_ Am{U
gm_m{OH$ gOJVm `m§Mohr Xe©Z `m boImV KS>Vo.
Ë`m§À`m ì`{º$JV {dH$mgmbm Á`m ì`º$s¨Zr diU bmdbo Ë`m§Mm Ë`m H¥$VkVmnyd©H$ C„oI H$aVmV. Ë`mV
AmB©, {e{jH$m, ghmÜ`m`r, Z¥Ë`aMZmH$ma, ZmQ>ç[X½Xe©H$ Aem AZoH$m§Mm dmQ>m [XgVmo.
àH$memMm a§J_§Mmda dmna H$aVmZm a§J, ^md a§J Am{U Ame` Aem A_yV© Jmoï>t~amo~aM a§J_§Mmda KS>Umam
àg§J [XdgmÀ`m H$moUË`m doir, dfm©À`m H$moUË`m F$VyV Am{U H$moR>o KS>Vmo `mMo _yV© g§X^© bjmV KoD$Z Ho$bobr
àH$me`moOZm {ZpíMVM AW©dmhr hmoV.o Z¥Ë`mMo gmXarH$aU hr Jmoï> doJir. Ë`mV ZV©H$m§Mo nmofmI, Ë`m nmofmIm§Mo a§J
Am{U nmoV a§J_§Mmdarb hmbMmbtMr JVr Am{U àH$memMo H$moZ `m Jmoï>tZm {deof AW© àmá hmoVmo.
_mJMm nS>Xm Am{U gm`Šbmoam_mMm dmna `mda Ë`m§Zr Mm§JboM à^wËd {_i{dbo. `mgmR>r Ë`m§Mo {deof
Zmd Pmbo. nmÌm§Mm dmda Am{U ^mdpñWVr `m§Zm AZwbjyZhr `oUmar àH$me`moOZm Ë`m§Zr AZoH$ àm`mo{JH$
a§J_§MmÀ`m MidirVrb bmoH$m§~amo~a H$m_ H$aVmZm Zì`m Ñï>rZo Ho$br Am{U Ë`mgmR>rhr Ë`m§Mr dmhdm Pmbr.
àm`mo{JH$ a§J_§Mmda H$m_ H$aVmZm gd©M H$bmH$ma Zdo YmS>g H$ê$Z ~Km`bm CËgwH$ AgVmV Am{U Ë`m_wio
H$m_mMm AmZ§X ^anya {_iVmo Agohr Ë`m§Zr gm§{JVbo Amho. AÜ`mnZ Am{U àË`j à`moJmVrb gh^mJ `m_wio
Ë`m§Mo à{VnmXZ Ho$di nwñVH$s [H¨$dm Ho$di ñ\y$Vuda {dg§~UmaoZmhr. ì`mdhm[aH$ {dMma Am{U Amnbr Vm§{ÌH$
H$m¡eë`o `m§Mr gm§JS> KmbÊ`mMr CXmhaUo _Zmok AmhoV.
`m {Z~§YmÀ`m erf©H$mnmgyZM Ë`m§Mr `m {df`mMr Am§V[aH$ AmoT> Am{U Cëhm{gV d¥Îmr ñnï> hmVo. àH$memZo
a§J_§M {MVmaUo hr H$ënZmM ì`mnH$ Amho. _J gmXarH$aUmÀ`m ñdê$nmZwgma Ame`mZwgma Am{U AWm©VM
hmVmer CnbãY Agboë`m gm_J«rZwgma Ë`mMo AZoH$ Am`m_ Ë`m§Zr emoYbo. `wamon_Yrb àojH$m§Mr gd` Am{U
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VoWrb àH$me`moOZoMr nÕV doJir Amho ho bjmV KoD$Z Ë`m§Zr Ho$boë`m H$m_mMo _hÎd H$moUmhr Zì`mZo `m joÌmV
`oD$ nmhUmè`mbm _mobmMo Amho.
ñdV:bm {_imbobr gdm}Îm_ àe§gm H$moUVr ho gm§JVmZm Ë`m åhUVmV, ""àH$me`moOZm gmXarH$aUmV doJir
CRy>Z Z [XgVm Ë`mbm A§J^yV hmoD$Z gm¢X`©{Z{_©VrMm ^mJ Pmbr Va Vmo à`moJ `eñdr.'' ^S>H$nUo A§Jmda
`oUmar àH$me`moOZm Vw_À`m {dMmambm dmd R>odV Zmhr. a§J_§MmMo {d^mJ ZonÏ`mMo ñdê$n gmdë`m Am{U
àH$memMr Vrd«Vm _mJÀ`m nS>ÚmMm Cn`moJ `mgmR>r Ë`m§Zr dmnabobr V§Ìo A{^ì`º$sMm ^mJ ~ZVmV Vr ZwgVr
ZoÌXrnH$ ZgVmV.
As a child growing up in Mobile, Alabama, I always had a passion for theatre. My
earliest memories are performing Christmas and Easter plays at church and later acting
in plays in secondary school. I knew at an early age that theatre would be my lifelong
passion, but my interest in lighting design came later.
There were many individuals who helped cultivate my interest in theatre. My
mother played a major role in my love for the arts, as she was a wonderful storyteller
and great at dramatizing characters in poems and fairy tales. My mother also enjoyed
taking photos and collecting family history, which would later play a role in my desire
to conduct research both as a designer and a scholar. My fifth grade teacher, Miss Julia
Henley, assisted with my confidence as I was rather shy as a kid. My piano teachers,
Mrs. Jamie Stewart and Mrs. Odile Owen, were individuals who were key to my artistic
development, particularly in terms of discipline. Both women had worked professionally
in the theatre/music arena and inspired me to pursue the arts.
As a result of growing up in the United States during the Civil Rights movement
of the 1960s and 1970s, I also had the opportunity to perform and work with community
groups presenting “social issues theatre” or “movement theatre” as we called it. Through
social issues theatre, I became aware of the role theatre played in shaping people’s
consciousness and moving them to action. The plays of the Civil Rights era undoubtedly
shaped how I view theatre, which for me is about educating or having a strong social
message, while simultaneously entertaining. All of these individuals and events were
instrumental in my pursuit of theatre.
It wasn’t until my sophomore or junior year in high school that I became conscious
of the importance that lighting had on a production. This realization occurred during
Disney on Ice, an ice show featuring Disney characters such as Mickey Mouse, Donald
Duck and Snow White. I distinctly remember how the lighting changed the color of
the glimmering white ice, as well as affected the color of the costumes. However, this
event didn’t change my desire for performing, but was more of a realization of the role
of lighting in a live performance.
In 1972 at the age of 18, I enrolled in the Drama Department at Howard University
in Washington, D.C. with the goal of studying to become an actress. However, my life
soon took an abrupt change. A close classmate, Douglas Farnum, who was a
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Communications major focusing on lighting design, approached me one day to consider
lighting design. I will never forget him asking me what I would do with an acting
degree as an African American woman, as there were very limited opportunities for
roles at the time. He stressed that there was a need for African Americans behind the
scenes and I should consider this area. Douglas kept reminding me that too many
people wanted to act. I agonized over our conversation and after much thought decided
to work with Douglas on productions in our campus touring house to see if lighting
should be my new path. I began assisting him designing music events like jazz and
gospel concerts. Our touring house featured some of the biggest R&B, jazz, disco and
gospel groups of the 1970s – Isaac Hayes, Weather Report, Ramsey Lewis, The
Funkadelics, Patti Labelle, Chaka Chan, Earth, Wind & Fire, Taj Mahal, Gil ScottHeron, and Shirley Caesar to name a few. At the age of 19, I realized how much I
enjoyed lighting. I enjoyed the thrill of controlling the visual picture on stage. Preparing
for the concerts meant listening to the artists’ music before their arrival in order to
properly create the mood and get the timing just right for each song. Of course this
meant getting free copies of albums. At the end of my freshman year I switched over to
lighting. My next two years I assisted my professors and upper class members on
departmental designs.
My first non-concert design was a series of one acts that I lit while on exchange at
Smith College my junior year. I designed these small shows without much supervision
so much was trial and error, particularly in terms of selecting colors to work for a wide
range of skin tones, as well as making sure the colors complimented the costumes and
scenery.
Upon returning to Howard my senior year in 1975, I designed our senior production
The Sistuhs, a new piece with a great deal of music, though not a musical. It was my
most challenging piece to date as the play had numerous scenes in multiple locations.
With minimal scenery and props, the show relied heavily on lighting to distinguish
locale. I learned a great deal from this project in terms of color usage, use of
instrumentation, focusing, and timing. The biggest challenge was working with a limited
inventory of equipment to provide all of the visual looks required by the director. The
Sistuhs was also a great experience in collaboration, as I became aware how lighting
impacted everyone and everything on the stage.
I had incredible mentors at Howard University. Ralph Dines was director of our
touring house, Cramton Auditorium. Mr. Dines was an incredible nurturer and made
sure I received the best training he could offer. As an officer with the International
Alliance of Theatrical Stage Employees (IATSE), which is a major union for technicians
and designers, Mr. Dines provided me with business knowledge and the confidence to
succeed as a female when most theatrical venues refused to deal with women. He was
my greatest teacher outside of the classroom - a no nonsense person who provided a lot
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of tough love. He was tough because he knew it would be “tougher” when we entered
the professional world and he insisted that we be resilient to survive.
I also had tremendous support from other teachers at Howard, who provided
opportunities for me to design shows in the department and encouraged me to continue
my studies at the graduate level.
I went to Univ. of Michigan in 1976 for my Masters of Fine Arts (MFA) in lighting,
completing the degree in 1978. It’s sad to say, I was the first African American woman
to receive the MFA in lighting design at the University of Michigan. To my knowledge
I am possibly the first African American woman to receive an MFA in lighting design
in the United States as I have not been able to locate a predecessor in my research on
African Americans in theatre design.
University of Michigan (UM) was a wonderful experience as I had an opportunity
to work on a variety of productions with the latest equipment. The training in the
lighting program was fairly traditional, but the resources were incredible. Productions
included very large lighting inventories and a state of the art performing arts facility.
UM was one of the first universities to have a computerized lighting console and I was
fortunate to master the system. While at UM, I also became involved in audio which
was an up and coming area in theatre design.
My first official job after graduating in 1978 was with Dianne McIntyre’s Sounds
in Motion Dance Company in New York City. This wonderful experience gave me the
opportunity to work as lighting designer/technical director and assistant stage manger
for about five months touring and preparing for the tours with the company. Since I
had gained experience working on the road prior to going to University of Michigan
with the Smithsonian Museum’s Folklife Festival in 1976, the transition was not difficult.
Dianne was and still is a wonderful choreographer and mentor. I grew tremendously as
a designer with Dianne. While I had not had a great deal of experience lighting dance
prior to arriving in New York City, I did design for a few dance companies that came
through our touring house at Howard as well as experience lighting a large number of
music concerts. This meant I had a good sense of music and bodies moving in space,
as dance is about music and movement. Working in both dance and concerts, I started
to use a wide range of colors to achieve various moods, and enjoyed lighting backdrops
or a cyclorama, which is a large white or neutral colored canvas or projection surface
to create colors or images on with lighting. Over the years I realized how much I
enjoyed using a backdrop or cyclorama to achieve moods, locations as well as time of
day with color. I love using saturated colors when the opportunity permits itself, be it
for dance, concert or theatre. I love the contrast of a saturated drop with the pale colors
used on the forestage. I would say one of my trademarks as a lighting designer is my
ability to light backdrops in an interesting and exciting manner. I also enjoy using a
great deal of texture on my drops mainly through the use of templates or gobos, which
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are patterns to create images such as leaves, abstract shapes, etc. This provides more
dimension and depth to the overall stage picture.
What I like about lighting dance and music concerts is that there are no real rules.
There is a greater sense of creativity than lighting a realistic drama where you have to
adhere to times of days, specific colors, justification of light changes, etc. In dance,
you basically are working with an empty stage which becomes a canvas to paint with
light. The dancers’ bodies become another part of the canvas and you are lighting
these figures as they pass through the space in light. You are also inspired by the music
in terms of color and light changes. I found that I really enjoyed designing for dance
working with Dianne McIntyre.
Unfortunately, in December of 1978, Dianne’s funding for my position was cut
and she could no longer maintain my services on a permanent basis. As fate would
have it, I was presented with a very short notice to travel to Switzerland and other
European countries with a production of the musical RAISIN as an assistant designer,
as well as designer on a new musical titled Sound of Soul. This call came the day I
received the unfortunate news from the dance company. Timing was perfect!
The European experience was incredible as I had the opportunity to work with the
most sophisticated lighting equipment available as the Europeans were ahead of America
in terms of technology and there was tremendous government support. My five months
in Europe took me to incredible opera houses in Germany, Austria, Lichtenstein and of
course our home base of St. Gallen, Switzerland.
Working in Europe was indeed an eye-opener for me in terms of lighting practices.
During that time - and possibly somewhat true today - saturated color in lighting was
not something practiced and it was very difficult to find saturated gels or lighting filters,
which meant I had to bring most of my colors from the U.S. for Sound of Soul. Also,
the Europeans work with much larger fixtures which cover a wider area of space than
our instruments here in the U.S. Also, here in the U.S. our shows tend to consist of
many lighting cues or changes during a production than the European plays. Lighting
in the U.S. has more of a cinematic design to it, which means the lighting zooms in and
follows the character on stage as opposed to just lighting a large area on stage.
Quite honestly, I found the European approach to designing more realistic and
very stunning as one unit such as a 5000 watt fixture as opposed to several 750 watt
fixtures would serve as the sole source of sun light. With this method, this single large
source produces an intense shadow as opposed to numerous shadows used in designs
on the American stage from smaller fixtures. Actually, some American designers have
adapted the European lighting design using the “single source” look to create the sun,
moon or a practical light source. I find it a much cleaner look. However, this is not
always possible as very high wattage fixtures units in theatres aren’t affordable in large
numbers except for the major opera houses that have more resources than the legitimate
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Company in St. Paul, Minnesota (2009) I used the same technique to achieve the variety
of colors in the sky as presented in Flyin’ West.
Crowns produced at Illinois State University (2002). The majority of the musical
takes place in a church so the director wanted a celestial feeling throughout the play.
Since this was a musical, we were not going for realism, but for effects and illusions.
The director requested projections to help indicate locations and time periods in history.
The set designer also integrated large translucent panels, filling the upper portion of
the stage to give this celestial feeling. These panels, which I could light from both the
front and back, would provide a three dimensional quality, in addition to providing a
surface for lighting to change the colors based on what color applied. The translucent
panels were also painted to look like clouds, depending on how I lit them. One of the
panels used was a projection screen for the various images and on a few occasions I
projected images from lighting instruments, such as a cross for one scene.
Crowns : In the image from Crowns, I created the illusion of the actors being
down by the river in the woods, but at the same providing this celestial feeling as the
director kept emphasizing. I incorporated numerous templates or patterns to appear as
leaves as if in the woods, blue to give the illusion of water, and I back lit the scenery
with patterns to provide dimension to the set. My patterns were all focused very soft to
provide a “heavenly feeling” as the director requested.
I consider myself a minimalist designer at times, as I feel I can make a strong
statement with few lights. The image below is from the 2011 premiere The Gospel
According to James, produced at the Indiana Repertory Theatre. In this image, the
character standing downstage is reliving a lynching he witnessed, with the woman
seated behind him. He begins the story in the same space with the woman where the
lighting was realistic. As he walked off the platform and continued the story, the lighting
takes us back to the moment when he was in prison. For this moment I simply used a
jail pattern to give the illusion of his being in prison, took the intensity down on the
woman and used a single light on each of the men to his right and left who are supposed
to be hanging from a tree. By not lighting the legs and feet of the two men, I wanted to
give the illusion of them suspended in space. The music in the background really
heightened this tragic moment.
These are a few images from select shows I felt were successful on many levels.
As for my favorite show, I don’t really have one, but I have many that I’ve been pleased
with. I am very much aware that over the years I have become more drawn to shows
with historical content, strong messages and as mentioned earlier, intimate spaces. I
think this is due to the historian in me. I find myself shying away from the spectacle
type productions, although I may design one periodically.
Lighting has become the fastest changing area of stage design. This is due mainly
to the rapidly evolving technology, as well as the influence of cinema. The array of
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lighting equipment available today is enormous. As a designer entering the field in the
21st century, there is much to stay abreast of, particularly those seeking to work with
large musicals or in the concert world. There is also a new generation of writers who
have been brought up with the movies and they write plays having multiple scenes as
if one is looking through the lens of a camera. This can be both exciting and frustrating
for a designer and director. Scenes move quickly on stage, and as in a movie, the
lighting has to act as a camera, focusing attention on every move. This type of designing
requires a great deal of time in addition to equipment. If the time and money are not
available for this type of production it can be difficult for a designer.
Given the financial situation for many theatres in the U.S., technical rehearsals are
usually cut short, forcing designers to work under tremendous stress to mount such
productions. Unfortunately, many producers feel in order for theatres to survive, they
must compete with cinema in terms of spectacle and effects. Broadway is a prime
example of this trend with such shows as Spiderman: Turn Off the Dark and other
lavishly budgeted musicals.
Another element that has become very popular in live theatre is the use of
projections. I enjoy working with projections when there is time allocated to incorporate
them properly. Also, projections must be used to enhance or support the story and not
take away from the message. I have seen too many productions as well as dance
concerts where the focus is on the projections and the story or dance gets lost. Speaking
for many educators who are training young designers, many students find themselves
excited with the equipment and the “bells and whistles” of this new technology. Less
focus is on the script and what the playwright is attempting to convey. Again, the
spectacle is great for the large musicals, but I have seen too many dramatic productions
get lost in unnecessary effects and lighting cues. Fortunately, not all theatres are going
in this direction, as the ones I have worked with are still focusing on what the playwright
has to convey, and as designer, I continue to prefer work that supports and enhances the
story instead of distracting from it.
Overall I must say I have been extremely fortunate to design so many wonderful
productions and meet so many extraordinary artists. My work as a designer and educator
has taken me to over 30 countries in Africa, Asia, Europe, North and South America,
and the Caribbean. I had no idea when I entered Howard University nearly forty years
ago that my life would take this direction. None of this was planned. Things just fell
into place. I am proud of the number of young lighting designers I’ve trained and I look
forward to mentoring another generation of young designers. I enjoy painting the stage
with light and am always looking forward to my next design challenge.
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g¡Õm§{VH$ noM : órdmX, {gÕm§V Am{U
a§J_§M `mVrb g§~§Ym~m~V EH$ OmhraZm_m
lr_Vr A°ñQ>Z `m {~«Q>Z_Yrb b°Ho$ñQ>a {dÚmnrR>mV g_H$mbrZ
a§J_§MàñVwVr `m {df`mÀ`m àmÜ`mnH$ AmhoV. Ë`m§Mo "a§J_§M : EH$
{MÝhì`dñWm' 1991 H°$[ab M{M©b 1997 órdmX Am{U a§J^y_r 1995
órdmXr a§J_§MàñVwVr 1999 B§J«Or a§J^y_rda órdmXr Ñ{ï>jon 2003
g_H$mbrZ {ó`m§Mr a§J_§MàñVwVr : à`moJ Am{U à[H«$`m 2008 BË`mXr
ñdV§Ì Am{U gh`moJr Aem XmoÝhr àH$maMo g§emoYZna {Z~§Y à{gÕ Pmbobo
AmhoV. H|${~«O H$ån°{Z`Z Qy> _m°S>Z© {~«[Q>e {d_oZ ßboamBQ²>g `m g§X^©JW§« mÀ`m
gh`moJr g§nmXH$ AmhoV (O°Zob amBZoëQ> `m§À`mg_doV) `mMà_mUo órdmXr
a§J^y_rÀ`m g§X^m©Vrb g§emoYZmMohr H$m`© Ë`m§Zr Ho$bo Amho. {WEQ>a [agM©
B§Q>aZ°eZb `m {Z`VH$m{bH$mÀ`m Ë`m Á`oð> g§nmXH$ AmhoV.
àñVwV XrK© boImV Ë`m§Zr órdmX {gÕm§V Am{U àË`j a§J_§Mr`
gmXarH$aU `mVrb g§~Y§ m§Mr JwV§ mJwV§ Am{U CËH«$m§Vr `m{df`r _m¡{bH$ _m§S>Ur
Ho$br Amho.
`m g§~Y§ m§Mm AmT>mdm KoVmZm Ë`m§Zr órdmXr _m§S>UrMo ñdê$n doJdoJù`m
H$mimV H$go ~XbV Jobo `mMo ñnï> {MÌ gmXa Ho$bo Amho Am{U g¡Õm§{VH$
_m§SUr hmoV AgVmZm H$mi Am{U ~XbmÀ`m à[H«$`m Ë`mda H$gm n[aUm_
H$aV hmoË`m hohr XmIdyZ [Xbo Amho. Á`m gm§ñH¥${VH$ g§X^m©V {gÕm§V _m§S>bo

Jobo Am{U g§H$ënZmË_H$ ì`dhmamV Ë`m§Zm Oo ñWmZ {_imbo Ë`mMmhr D$hmnmoh Ë`m§Zr Ho$bm Amho. órdmXr
_m§S>UrMo CXma_VdmXr, H«$m§{VdmXr, gm§ñH¥${VH$ Am{U ^m¡{VH$, g_mOdmXr ho VrZ _w»` àdmh Am{U Ë`m§Mr
npíM_r OJVmVrb CJ_ñWmZo, Ë`m Ë`m doiÀ`m a§JH$_m©da H$gm à^md Q>mH$V Jobo ho gm§{JVë`mZ§Va EH$sH$S>o
Zì`m gm¢X`©_r_m§goMr _mJUr Va XþgarH$S>o _w»` àdmhmZo Ho$bobo Xþb©j, Cnojm Am{U hoQ>miUr `mhr à[H«$`m§Mr
Ë`m§Zr VnmgUr Ho$br Amho. `m gJù`mMm n[aUm_ åhUyZ g¡Õm§{VH$ MM}V EH$ àH$maMm g§^«_, [XemhrZVm Am{U
H$mo_oObonUm Ambobm [XgVmo Ago à{VnmXZ H$ê$Z Ë`m§Zr `m joÌmVrb {dMmamgmR>r EH$ YmoaUmË_H$ Mm¡H$Q>
gwM{dbr Amho.
g¡Õm§{VH$ àXÿfUmMo Am{U noMmMo dU©Z H$aVmZm Ë`m§Zr H$mb~møVm g§X^©{d{eï> gyÌm§Zm gmd©{ÌH$Vm XoD$Z
Ho$bobm d¡Mm[aH$ Jm|Yi Am{U EH$ àH$maMo gÎmmH$maU `m KQ>H$m§Mm C„oI Ho$bm Amho. órMiditZm ¿`mdr
bmJUmar AmH«$_H$ ^y{_H$m hr Ë`m Ë`m doiÀ`m amOH$s` CbmT>mbter {ZJ[S>V AgVo ho bjmV KoVë`mda
VmVÎdH$ nmVirda d¡Mm[aH$ dVwi
© mV àñWm{nV Pmbobr {díbofUdmXr {daMZdmXr ^y{_H$m Am{U Ë`mVyZ CX²^dbobo
"ór' `m g§H$ënZoMo {daUmao ê$n `m§Mr ì`dñWm bmdmdr bmJVo. Ë`mgmR>r dmñVdmV H$m` KS>Vo Amho Am{U
Ë`mgmR>r a§J_§Mr` MidirV H$m` XmIb hmoVo Amho `m§Mr Zmi VwQy> Z XoVm d¡Mm[aH$ ñnï>Vm Am{U Zo_Ho$nUm
[Q>H${dÊ`mgmR>r Ë`m§Zr EH$ "OmhraZm_m' gwMdbm Amho :
1. g¡Õm§{VH$ Amamo½`mgmR>r {gÕm§VmÀ`m H$mMmVyZ _moH$io ìhm. 2. órdmXr a§J^y_r Am{U à`moJ `m§Zm
H|$ÐñWmZr R>odm. 3. "ór' hr g§H$ënZm Amnbo AmñWmH|$Ð R>odm. 4. OwZo Am{U Zdo `m§Zm MmH$moar~Õ Z R>odVm
àdmhr R>odm. 5. a§J_§M Am{U `m§Mo g§X^© nwÝhm EH$dma àmá H$ê$Z ¿`m. 6. {gÕmÝVmV "Vw_Mm' R>gm AgVmo. 7.
"àojH$' `m KQ>H$mMm {dMma H$am. 8. órdmXmVrb ZmQ>ç : Zì`mZo ì`m»`m emoYm. OwÝ`m H$ënZm XþéñV H$am. 9.
àË`j H$m_ H$aUmè`mbm hmoUmao kmZ Am{U AmH$bZ nwT>o AmUm. 10. amOH$s` a§Jm§Mr hmZr hmoUma Zmhr `mH$S>o
bj Úm. 11. órdmXmMr C[Ôï>o bjmV ¿`m. órdmXmMm A§V H$am`Mm ho C[Ôï> Zìho.
I often think of working with theory as akin to having familial relations that by
turns are delightful, surprising, perplexing, frustrating and vexing. On the one hand, to
feel a kinship of ideas is critically sustaining, and, on the other, like all relations, theory
relations are difficult to live and work with. This article focuses on working with theory,
feminism and theatre as a complex, evolving set of relations. ‘Theory trouble’ announces
that there are difficulties in this regard, difficulties that I aim to explore and ultimately
to address in the form of a manifesto for thinking about what is at stake in criticaltheoretical practices in the context of feminism and theatre, ultimately pointing to
‘critical’ (in both senses) ways forward. Firstly, however, I need to frame the manifesto
by offering a dual contextualisation that historicises the genealogy of feminism, theory
and theatre relations, and, thereafter, identifies what kinds of theory trouble we appear
to be in.
Looking Back
Unlike our family relations, we get to choose our theory relations. In the disciplinary
field of theatre studies, we have been choosing those relations since what Janelle Reinelt
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and Joseph Roach term the ‘theory explosion’ of the eighties.1 At this time, the influx
of philosophically inflected theory was hugely important to how scholars might think
about theatre and performance and apply their thinking to (re)new understandings of
theatre as an art form with its own modalities of thinking through ‘doing’. Core to
these new theory relations was semiotics: understanding theatre as a sign-system. My
own attachments to theory began with semiotics as a way of thinking about how rather
than what theatre means.2 Fundamentally, semiotics provided a ‘toolkit’ for practicing
performance analysis in order to take account of the languages of theatre in ‘texts’ and
peformance contexts.
Further, for scholars such as myself who came from the ‘first wave’ of feminism
and theatre in the UK academy, semiotics was important to theorising the production
of ‘woman’ as a sign-system within the apparatus of theatrical representation. In her
landmark 1988 publication, Feminism and Theatre, for example, Sue-Ellen Case
pioneered a ‘new poetics’ as a ‘theoretical project for feminism’3, positing semiotics as
useful and crucial to this endeavour:
Whereas formerly feminist criticism presumed to know what a woman is, but
rejected certain images of women, this new [semiotic] perspective brings into
question the entire notion of how one knows what the sign ‘woman’ means. At
this point, the entire gender category ‘woman’ is under feminist semiotic
deconstruction.4
Re-tooling critical approaches to theatre was woven into a complex theoretical
fabric of multiple intersecting philosophical threads. For the ‘new [feminist] poetics’
in particular, this involved recourse to psychoanalytical thinking in respect to subject
formation, drawing on and re-working Freudian and Lacanian theories to elucidate the
‘lack’ of female subjectivity. Borrowing the concept of the male gaze from film studies
and adopting the position of ‘the feminist spectator as critic’,5 allowed for feminist
critiques of theatre’s representational apparatus and its construction of ‘woman’ as an
object of heterosexual male desire and fantasy. At the same time, the ‘explosion’ of
French feminist theories, the key exponents for which were Hélène Cixous, Luce Irigaray
and Julia Kristeva, proved seminal to thinking about the idea of ‘woman’ as an object
of male exchange and desire and, in turn, to heeding Cixous’ call ‘for woman to write
herself’6. Controversial for some feminists because of a perceived essentialism lurking
within Cixous’ manifesto call for ‘woman’ to ‘put herself into the text – as into the
world and into history’,7 this nonetheless captures the zeitgeist of the late eighties
feminism and theatre moment as I experienced it. It was a time characterised by the
excitement of ‘writing’ women into the past, present and future histories of the stage;
of understanding the resistant feminist ‘texts’ of playwrights such as Caryl Churchill
and Sarah Daniels and the practices of feminist-theatre collectives like Monstrous
Regiment and the Women’s Theatre Group;8 and of practicing theory to make a feminist
difference to the ‘representation’ of ‘women’ in theatre and society at large.
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In recollecting this moment, I risk oversimplifying what were in fact highly complex
matters pertaining to theory as practiced in an academic theatre and feminism context.
In point of fact, it was not just a question of relating to one theoretical body of literature,
or indeed one type of feminism. French feminist theories, for instance, circulated
alongside and often times in tension with branches of Anglo-American feminist
criticism,9 while Western feminism trifurcated into bourgeois/liberal, radical/cultural
and socialist/materialist feminisms. Practicing theory was necessarily informed both
by a scholar’s own feminist-political interests and by the feminist politics and dynamics
that shaped the text and performance contexts of playwrights, practitioners and
companies. Further, as three different routes to feminist empowerment, the principal
feminisms came to be hierarchically conceived and perceived. Bourgeois/liberal
feminism appeared as the ‘weakest’ and, over time, the most ‘unpopular’ form of
feminism, given that it neither endorsed radical/cultural feminism’s aim to overthrow
patriarchy in favour of women’s social, cultural and sexual empowerment, nor advocated
the most thorough transformation of society’s economic, social or familial systems, as
socialist/materialist feminism did. In turn, this begins to explain why, for instance,
Caryl Churchill’s socialist-feminist politics and aesthetics were so hugely influential
and attractive to those of us attached to writing critically and theoretically towards the
‘ideas’ encapsulated in her theatre: of a world less damaged by capitalism, sexism and
social injustice of all kinds.
Choosing her theory and theatre relations, the feminist-theatre scholar was, in short,
highly influenced by her feminist-political persuasions. This lead inevitably to all kinds
of heated debate, most particularly, as Case’s ‘Towards a New Poetics’ chapter evinces,
between those excited by the emergent ‘idea of feminine morphology’, as captured in
French feminist theorising and closely allied to radical feminism, and materialistfeminist objections to the idea that this would merely served to ‘keep women in the
ghetto of gender’.10 Crucially, commenting on this divide, Case posits the idea of
seeing what advantages, insights can be gleaned from either side of this theoretical
‘divide’:
They need not operate as competing theories for a controlling position that
subsumes practice and organises positions, much like the theoretical strategies
operating in the ‘Name of the Father’. Rather, they would appear as tactics to be
employed when they were useful in either dismantling the patriarchal structure or
aiding in the cultural revolution. Theory would then be in the service of specific
political manoeuvres rather than rising to a transcendent position.11
Case’s endorsement of theory as tactical rather than ‘transcendent’ is a salutary
and deeply insightful reminder of the need for theory to ‘be in the service’ of feminist
politics, and not as the ‘holy grail’ of politically committed theatre scholarship, feminist
or otherwise.
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Yet it is precisely the elevation of theory to a ‘transcendent [depoliticising] position’
that I would argue has come to trouble feminist-political-theatre relations since the
initial ‘theory explosion’. Further, I perceive this as part of and in relation to other
troubles: the stranglehold of anti-essentialist theory and the shifting landscape of
feminisms and feminist theatre. Elaborating on these matters provides further
contextualisation and justification for the ensuing manifesto.
‘The Race for Theory’ and the ‘Theory Machine’
Firstly, then, despite Case’s advocacy that theory ought to be positioned to assist
with politicising tactics and endeavours, in the late eighties and early nineties many
feminists were expressing concerns about the ascendant if not ‘transcendent’ position
of theory. In her seminal, polemically voiced paper, ‘The Race for Theory’, Barbara
Christian, US professor of African and American studies, spoke out against the ‘academic
hegemony’ of theory and its potential stifling or silencing of ‘energetic emerging [black]
literatures’.12 Theory, she argued, had moved increasingly to the academic centre and
academic activities had been reduced or ‘become subordinated to one primary thrust –
the moment when one creates a theory, thus fixing a constellation of ideas for a time at
least, a fixing which no doubt will be replaced in another month or so by somebody
else’s competing theory as the race accelerates’.13 One of those objecting to Frenchfeminist theorising on essentialist grounds (see earlier), Christian’s overriding objection
was not so much the ‘positions’ this ‘body’ of theory represents, but the ‘authority’
accorded to it. For ‘abstract theories’, in Christian’s view, belie the heterogeneous
ground or ‘space’ that made them possible: ‘French feminists […] could not be inventing
“theory” if a space had not been created by the women’s movement’.14 Hence, Christian
gestures to the divorce between the grassroots activism of women as a ‘movement’,
and the political goals of that movement abstracted into theory that moves with a
globalizing, ‘singular’, reductive drive assuming universalizing application for women
everywhere and anywhere.
Echoing Christian’s concern with theory abstracted from the political roots that
gave rise to it, although differing in her engagement with French feminist theories, was
Nicole Ward Jouve’s 1991 publication, White Woman Speaks with Forked Tongue. In
this collection of essays Ward voiced her disquiet about how the ‘theory explosion’
had, in her view, given rise to what she terms the ‘theory machine’. She writes of this
machine being ‘fed from abroad, the Central Europeans, the Russians, the French’ and
of how ‘[t]he critic has tried to imitate, refute or apply whichever model he or she
found most attractive’.15 Ward is critical of what she perceived to be a growing trend in
theory applied to text as an end in itself, eliding the ways in which theory ought, in her
feminist view, to be practiced with regard to the bigger social, cultural and political
picture. ‘Unless criticism springs out of genuine analyses of the real world, and in turn
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reparative thrust, it is possible ‘for an infant or adult to move towards a sustained seeking of
pleasure’, thereby affording a release from the negative affects of the paranoid position and its
‘self-defeating strategies for forestalling pain’ (Touching Feeling, original italics, p.137). The
‘reparative reader’ is one, she explains, who can help themselves over and over again :
No less acute than a paranoid position, no less realistic, no less attached to a project of survival,
and neither less nor more delusional or fantasmatic, the reparative reading position undertakes a
different range of affects, ambitions and risks. What we can best learn from such practices are,
perhaps, the many ways selves and communities succeed in extracting sustenance from the objects
of a culture – even of a culture whose avowed desire has often been not to sustain them. (ibid,
pp.150-1)
Christian, ‘The Race for Theory’, p. 75.
For further elaboration on this particular manifesto point, see Elaine Aston and Geraldine Harris,
Chapter One, Performance Practice and Process, pp.1-19.
Alan Read, Theatre, Intimacy & Engagement: The Last Human Venue’ (Basingstoke: Palgrave
Macmillan, 2008), p.27.
Reinelt, ‘Generational Shifts’, Theatre Research International, 35:3 (October 2010), 288-290,
290.
Ibid.
Jacques Rancière’s ‘loosening up’ on relations between aesthetics and politics is helpful in this
regard. He argues ‘that there is no criterion for establishing an appropriate correlation between the
politics of aesthetics and the aesthetics of politics’, rather ‘[i]t is the state of politics’ that determines
whether artistic works ‘appear to harbour a political critique or appear, on the contrary to be suited
to an apolitical outlook’ (The Politics of Aesthetics, translated by Gabriel Rockhill, London:
Continuum, 2004 p.62).
For an example of feminist-theatre manifestos representative of different geographies of feminism
and performance, presented ‘beside’ each other, see Elaine Aston and Sue-Ellen Case, eds, Staging
International Feminisms (Basingstoke: Palgrave Macmillan, 2007), Part III: Manifestos, pp.169221.
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Á`y{b`Zm AmoI `m Zm`Oo[a`mVrb {d»`mV {dXþfr hmoV. nmoQ>©
hmQ>H© $moQ>© {dÚmnrR>mV Ë`m ZmQ>ç{d^mJmÀ`m à_wInXr H$m_ H$aVmV. Ë`m§Zr
B§J«Or, \«|$M `m ^mfm Am{U Vm¡b{ZH$ gm[hË`mä`mg `mVrb Cƒ{ejU
KoVbo Am{U Am{\«$H$Z H°$ao{~`Z {WEQ>a A±S> S´>m_m `m {df`mV à~§Y
{bhÿZ S>m°ŠQ>aoQ> g§nmXZ Ho$bobr Amho.
Jobr n§Mdrg df} Ë`m e¡j{UH$ joÌmV H$m_ H$aV AmhoV Ë`m~amo~aM
"a§J_§M ho g_mOn[adV©ZmMo Am{U bmoH${ejUmMo gmYZ åhUyZ à^mdr
R>aVo.' `mMm dñVwnmR> Ë`m {Z_m©U H$aV AmhoV. boIZ, à`moJ Am{U
g§emoYZ Aem VrZ AmKmS>çm§da Ë`m§Mo H$m_ MmbVo. drg g§emoYZna
{Z~§Y XmoZ nwñVHo$ Mma g§nm[XV g_rjmJ«§WmV {Z~§Y Am{U AmR> ZmQ>Ho$
Aer Ë`m§Mr ^aJƒ H$m_{Jar Amho.
Zm`Oo[a`m{df`r AmoH$mo `m§Zr {dnwb boIZ Ho$bo Amho. àñVwV
{Z~§YmV Ë`m§Zr ñdV:Mo H$m`© Ì`ñWmÀ`m ^y{_Ho$VyZ _m§S>bo Amho.
g_mOmVrb àíZm§~m~V gVV emoY KoV amhÿZ Ë`mVyZ [XgUmar
OmJ¥VrMr [Xem ZmQ>H$m§_YyZ _m§S>Uo ho Ë`m H$m_mMo WmoS>Š`mV dU©Z.

g_H$mbrZ dmñVdmbm WoQ> {^Sy>Z Am{U g§emoYZ H$ê$Z Ë`m§Zr ZmQ>ç_` H$WmZHo$ {Z_m©U Ho$br AmhoV. gd©gmYmaUnUo
nwéfàYmZ g_mOì`dñWm§_Ü`o VimJmimVë`m JQ>m§_Ü`o {ó`m haàH$mao emo{fV nr[S>V AgVmV. Ë`m§Mo gj_rH$aU
hr à~moYZmMr {dMma n[adV©ZmMr ~m~ Amho; Ho$di Am{W©H$ VaVwXtMr Zìho, ho {Vbm, `m OJmVrb órMidirbm
g_OyZ Ambo. ór àíZm§_Ü`o ZrMV_ nmVirda AgUmao àíZ åhUOo órnwéfm§Vrb ^oX^md, ~bmËH$ma, haàH$maMm
N>i, ~m{bH$m§Mr b¢{JH$ AË`mMmamZo hmoUmar nadS> Am{U doí`mì`dgm` AWdm Jwbm_rgmR>r {dH«$s. `mVrb
AZoH$ àH$maMr gm_m{OH$ Am{U Ym{_©H$ Jw§VmJw§V nwT>o AmUUmar ZmQ>Ho$ Ë`§mZr {b[hbr. ES>odoS>o `m ZmQ>H$mV
_[hbm§Mr g§wVm Va E{~Ho$ao `m ZmQ>H$mV `m àíZm~m~V _[hbm Am{U nwéfm§Zr gh`moJr ~ZÊ`mMr JaO X \w$bZog
Am°\$ Q>mB_ `mV EH$m M¡VÝ`_` CË\w$„ _wbrÀ`m OrdZmV H$mo_oOdyZ Q>mH$Umao dmñVd _Zmo^¾VoH$S>o H$go ZoVo
`m{df`rMo {MÌU Amho.
H$mimMm àdmh OrdZmVrb An[ahm`© ~Xb Am{U Vo ñdrH$mê$Z Zì`m OrdZarVrMm, Zì`m Am{\«$H$Z g§ñH¥$VrMm
emoY `m àíZmH$S>o àojH$m§Zm ZoUmar BVa ZmQ>H$o EImXm óràíZ H|$ÐñWmZr R>do V Agbr Var Am{\«$H$Z g_mOmnwT>o
Am{W©H$ _mJmgbonU AÝ`m`, dm§{eH$ g§Kf©, ^«ï>mMmar àemgZ, amOH$s` {dH¥$Vr Am{U Ym{_©H$ g§Kf© `mgmaIo Oo
O[Q>b Am{U [h¨ó àíZ C^o AmhoV Ë`m{df`r g_mOmV d¡Mm[aH$ KwgiU ìhmdr `mgmR>r Ë`m§Mo à`ËZ Mmby AgVmV.
ZmQ>H$mZo gm_m{OH$, amOH$s` ^mZ dmT>dmdo, nañnam§~Ôb AmXa ~miJUmao gm§ñH¥${VH$ g§~§Y {Z_m©U ìhmdoV
Am{U `mMm EH$ A{d^mÁ` ^mJ åhUyZ _[hbm§Mo gj_rH$aU ìhmdo Agm Ë`m§Mm à`ËZ Amho.
INTRODUCTION :
In recent years, it has been generally recognized that no meaningful development
can be achieved in the continent of Africa without the empowerment of African women.
Consequently, the position of women in African societies has been a major focus of
attention in various intellectual disciplines as well as in international bodies such as
the World Bank and the International Monetary Fund. In 1997, the United Nations
High Commissioner for Human Rights reiterated that women’s rights are fundamental
human rights. Women’s social status and access to education, employment and health
care are closely linked to economic development. For this reason the research work of
Juliana Okoh focuses on the perception of women in contemporary African societies
and their representation in creative writing, especially in theatre and drama. To this
end, she has published many articles in both national and international learned journals,
chapters in books and a book titled: Theatre and Women’s Human Rights in Nigeria.
CHALLENGING GENDER DISCRIMINATIONS IN JULIE OKOH’S PLAY
The plight of women in contemporary Nigerian constitutes a major focus in the
dramatic work of Julie Okoh. This is because the oppression and discrimination against
women in Nigeria have reached abominable levels. They are accompanied by rape,
wife battery, child abuse, sex trafficking and slavery. In 2000, BariyaIbrahim Magazu,
a thirteen year old girl, was found pregnant in Zamfara, an Islamic State in the Northern
part of the country and brought before a Sharia court. After interrogation she was declared
guilty of pre-marital sex and was sentenced to be flogged publicly, 110 strokes of the
cane. But nothing was done to the man responsible for the little girl’s pregnancy.
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In 2001, Hauwa Abukar, died at 12 years old. Her family had married her to an old
man to whom they owed some money. She was unhappy and kept running back home,
but because of the debt her parents were obliged to return her. Finally, her husband
chopped off her legs with an axe to prevent her from absconding again. She died from
starvation, shock and loss of blood. No legal action was taken against the husband for
his brutality, or against the father who turned the daughter into a thing to be used in
payment for his debt.
This is because most African societies are still basically rooted in patriarchal social
structure - an entity whose power, cohesion and morality rest on collectivism and
communal ethos. Under patriarchy every woman’s identity is subsumed under that of
a man. In such condition, Nigerian women encounter various forms of discrimination
and degradation.That is why in her critical essays and dramatic work, Julie Okoh
challenges all those unwritten laws and practices converging to restrict and frustrate
women from gaining access to their basic Human Rights, freedom and empowerment.
At the grass root level, she has effectively used the theatre to speak against such
crude practices as female circumcision. On this issue, she has written two plays: Edewede
(2000) and In The Fullness of Time (2000), articles and essays.In the play, Edewede,
the female protagonist, Edewede and herhusband Ordia could pass for an ideal couple.
They love each other very much and they try to satisfy each other’s interests and needs.
But their happiness becomes threatened because of Ordia’s mother, a traditionalist,
who insists on having her grand-daughter Oseme circumcised. Having lost her first
daughter Ize, few years back, because of infection contacted from the operation, Edewede
refuses to allow her only surviving daughter undergo the ritual. From personal conflict
between mother-in-law and daughter-in-law, the brawl degenerates into a community
crisis, when Edewede invites a Eriala, a nurse and midwife by profession to educate
the village women about circumcision. Considered a rebel, in short, a threat to the
harmony of the community, Edewede is publicly repudiated by her husband and evicted
from the community by a ritual masquerade as demanded by the elders of the community.
The gravity of the punishment propels the young women of the village to reflect on
their condition and to seek redress. They go on self-exile leaving the men behind to
take care of the domestic chores. Overwhelmed by confusion, hallucination and hysteria,
the men decide to search for a solution to their problem. An old blind seer invited to the
village by the king advises the men to live according to the demands of their time, for
the elements of yesterday and tomorrow are in the present. But they need prudence and
wisdom to be able to synthesize and remold, for their advantage and progress, the
positive values of the old and the new dispensation.
In the play, Ebikere, the proponent of cultural traditions, explains all the reasons
for performing female circumcision in traditional societies. On the other hand, while
arguing that those very reasons for performing the rite in the past are no longer valid in
the present dispensation, Edewede and her friend Eriala also highlight the problems
that could result from the operation. Thus through the medium of the theatre, the
spectators are given basic education on vesicle vaginal fistula, urinary infection,
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hemorrhage, infertility, tetanus, HIV/AIDS. They emphasize the retrogressive aspects
of female circumcision and the effect it exacts on the women’s psyche.
Superstition, myth, ignorance about biological and medical facts, obsessive
preoccupation about virginity and chastity, economic and social security, especially
fear of ostracism have made women to rigidly uphold the practice of female
circumcision. But today, Nigeria has undergone a lot of historical, socio-political and
economic transformations which have affected the life-style of the people. The play
Edewede, advocates for social justice and better relationships at home and at work,
including a more egalitarian and cooperative life-style. The play emphasizes the need
for communities in Nigeria to rise up against obsolete traditions without destroying the
integrity of their culture. By so doing girls can grow up in societies where the definition
of womanhood will no longer be linked to the mutilation of their sexual organs but to
other positive values rooted in assertiveness and empowerment training. The campaign
is not for the benefit of women alone but for men also, hence the reconciliatory tone
that concludes the play.
In The Fullness of Time, is about the sixty-five year old Mr. Adudu, a retired
company manager who has recently lost his previous wife, Etemini. His current wife is
the young lass, Ofure. From the stage direction we read that at the beginning of the
dramatic action, Ofure is seen as a very lively and cheerful girl who has a gracious
smile about her. She is full of life so much so that she feels like flying with the birds.
As the play progresses, her general comportment and all her movement gradually lose
their liveliness. From being happy and cheerful slowly, slowly, she becomes downcast,
morose, tired and unhappy. Towards the end of the play, she looks as though she is
suffering from aphasia before she finally suffers paralysis. Self willed at the beginning,
almost to the point of being aggressive, she becomes more and more passive until she
becomes nothing more than a robot in the hands of her husband, Mr. Adudu.
Apart from treating the issue of female genital mutilation, the play also highlights
the various ways in which discriminatory gender myths inhibit women’s self-assertiveness
and empowerment. Women’s status of disempowerment is symbolically concretized by
Ofure’s paralysis. Towards the end of the play, built on flashbacks, Ofure tries to explain
her condition to the nurse who takes care of her in a cottage hospital where she is
undergoing recovery from the infirmity inflicted on her by her husband:
I was born hale and sound
In this strange world!
I hardly knew who I was, nor
Where I was going nor coming from
I groped in the dark.
Once I thought I saw faint light show its face
Behind the curtain of ignorance and innocence.
My heart yearned for a journey
Into the realm of experience
But I found myself laying prostrate
& 362 & Aja dmL²>_` & Owb¡ 2012 Vo _mM© 2013 & ZmQ>ç{deofm§H$ &

Beneath the weight of cultural practices and taboos
Ruin stared at my face
Fright gripped me by the bowel
Slowly, slowly and slowly
They took from me everything
Including spontaneity, freedom of choice
Self-determination, assertiveness, and confidence
So here I am a cripple.
That is to say that the progressive qualities and talents that nature endowed her
with from birth were slowly destroyed by rigid cultural practices and attitudes until she
loses her personhood to become a mere thing, a cripple. In short, the play as a whole is
a dramatization of the conflict between nature and culture in personal development
and also on the phenomenon of culture– change. Etusi, one of the female characters in
the play, reminds Adudu, a traditionalist to the core, that their society has been in
contact with foreign cultures, which has impacted the indigenous culture in so many
ways. The interaction between the two cultures is producing a brand new culture, which
the community cannot ignore. Compromise, adjustment and adaptation to the exigencies
of the nascent culture is necessary to effect progress and development in the community.
This idea is fully evident in the following conversation between Etusi and Mr. Adudu:
ETUSI : Foreign or local,no culture is inborn. No culture is acquired or transmitted
through genetic inheritance. But every culture grows out of associative life. Every
culture is modified and reshaped according to human needs. Every culture is created
within a group as a result of invention or learned from exterior as a result of contact
with others. You have had external influence. Isn’t it ?
ADUDU : Unfortunately
ETUSI : Like it or not, it is now a part of you. So, make good use of it. (77)
Through Mr. Adudu’s eccentricity, inattentiveness and inappropriate behaviour,
the playwright underscores the confusion that may affect some individuals who, for
some reasons, find it difficult to adjust to a rapidly changing society. According to
Abiola Irele: “If a cultural trait is dysfunctional, that is if it does not continue to, or if it
runs counter to the needs of society, it is bound to disappear sooner or later, despite the
conservationist efforts of committed traditionalists: for such efforts far from being
able to help us out of this agonizing situation, merely unfit us mentally, for the urgent
and necessary tasks that are involved in setting ourselves as a society in harmony with
our changing human and material environment.”
No doubt women issues constitute the underpinning structure of the play, Ofure.
The movement of the dramatic action is energized and propelled by gender conflicts.
The playwright presents strong female characters who play principal roles in the play.
Their point of view is dominant. They do not only challenge restrictive socio-cultural
gender myths and attitude, they also advocate for their elimination. On the level of
technique, Ofure’s paralysis could be seen as an ideogram for the debilitating effect of
discriminatory gender myths on the female psyche.
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[H¨$~b} `mZmamoZ `m "AmVm}X A±S> [hO S>~ëg' `m nwñVH$mÀ`m
bo{IH$m. {_{eJZ {dÚmnrR>mMo ho àH$meZ Amho. Ë`m§Mo ZmQ>ç{ejU `ob
{dÚmnrR>mÀ`m ZmQ>ç{dÚmb`mV Pmbo. VoWo Ë`m§Zr E_E\$E Am{U S>rE\$E
`m nXì`m g§nmXZ Ho$ë`m. Ë`m§Mo {Z~§Y Am{U àm`mo{JH$ ZmQ>H$m§Mr g_rjm
ho boIZ AZoH$ g§emoYZ n{ÌH$m§_YyZ à{gÕ Pmbo Amho. boIZmMo AZoH$
nwañH$ma Ë`m§Zm {_imbo AmhoV.
a§J_§MmMm Ë`m§Mm AZw^d A{^ZoÌr, ghmæ`H$ g_rjH$ [X½Xe©H$ Aem
AZoH${dY H$m_m§_YyZ g_¥Õ Pmbobm Amho. ZdrZ g§[hVm§Mo g§H$ënZ[X½Xe©Zhr Ë`m§Zr Ho$bo Amho. AbrH$S>M
o Ë`m§Zm H°${gg \«$mÝg `oWrb H$mZ}Or
\o$bmo{en {_imbr hmoVr Am{U Ë`m§Mo AmJm_r nwñVH$ "X H«$mD$S> BZ {WEQ>a'
AënmdYrVM à{gÕ hmoB©b.

`````````

àñVwV {Z~§Y [aMS>© \$moa_Z `m A_o[aHo$Vrb AJ«JÊ` àm`mo{JH$ ZmQ>H$H$mamÀ`m eãX^mfo{df`rÀ`m ^y{_Ho$Mr
{M[H$Ëgm H$aVmo. `m {M[H$ËgogmR>r Ë`m§Zr \$moa_Z `m§À`m ZmQ>H$mVrb g§[hVoMm ñWbmdH$me VoWrb a[hdmgr
Am{U g§[hVoMo dmna `m VrZ _wX²>Úm§Mr {ZdS> Ho$br Amho.
A°ìhm° JmX© àdmhmVrb hm boIH$ gm[hË` Am{U H$bm àm§VmVrb ^mfm Am{U boIZ `m _yb^yV Jmoï>terM
PJS>m _m§S>Umam Amho. eara_ZmZo KoVbobm _mZdr AZw^d ì`º$ hmoVmZm hm PJS>m Vrd« hmoVmo. ^mfm Am{U
{b{IV eãX {OkmgmnyVuMr dMZo XoVmV; nU àË`jmV _mÌ Vr {ZaW©H$ \$mobH$Q>o AgVmV. eara Am{U _Z
AmH$bZ Am{U ^mdZ Aì`º$ Am{U H$pënVm§_Yrb VmU _mUyg AZw^dVmo; nU ì`º$ H$am`bm Jobm H$s [H$Vrhr
Pw§Obm Var hVme Am{U hV~b hmoVmo. _wimVbo VmU Am{U A{^ì`º$sÀ`m gmYZm§Zr Ho$bobm KmV `m§Mr H¡${\$`V
\$moa_ZMr ZmQ>Ho$ _m§S>VmV. \$moa_ZÀ`m ZmQ>H$mV g§[hVoMm eãX OS> _yV© ñdê$nmV XmIb hmoVmo. Vmo gyMZ [H¨$dm
g§Ho$V H$aV Zmhr Va ZonÏ`mMm EH$ R>m|ã`m ^mJ ~ZVmo. Aem n[apñWVrV [H¨$~b} `m§Zr `m {Z{_©V{dídmMo EH$ dU©Z
gmXa Ho$bo Amho Vo da C„oI Ho$boë`m VrZ _wX²>Úm§À`m gmhmæ`mZo.
{ejUmgmR>r dmnaë`m Joboë`m dJ©Imoë`m, nwñVH$m§Mr J«§Wmb`mVrb eoë\$, J«§Wmb`m§Mo J«§Wm§Zr Jƒ ^abobo
AdH$me \$io, Vºo$, eãX-dmŠ`m§Mo VwH$S>o `m§Zr EH$ H$m|XQ>bobr g§Hw${MV ^`mdh OmJm {Z_m©U hmoVo. EH$sH$S>o
eãXg§[hVoÀ`m _wimer Agboë`m g§ñH¥$VrÀ`m Jw§Ë`mV nyU©nUo Jwa\$Q>bobm hm boIH$ ZmQ>H$mVyZ _mÌ `m gd©
dmaembm {ZaW©H$ R>adV amhVmo. `mM dmaemMo gd© R>iH$ g§Ho$V A°ìhm° JmX© H$bmH$mambm doTy>Z Q>mH$VmV. eãXm§Zr
_`m©[XV Ho$boë`m AdH$memV gd© gm§ñH¥${VH$ ì`yh H$bmH$mambm JwX_adyZ Q>mH$V AgVmV. _J g§[hVmhr
AW©dhZmgmR>r {Zén`moJr hmoVmV. {Okmgybm Ë`m ^wbdVmV nU AWm©Mm emoY _mÌ AdéÕ H$aVmV. nwgbo OmUmao
\$io, {b[hVm Z `oÊ`mMr AmnÎmr, AmnU \$gdbo Joë`mMm g§Vmn `m àH$maÀ`m Jmoï>r `m ZmQ>H$mVyZ g_J« ì`dñWoÀ`m
b~mS>rMr d Iar \$gdUyH$ Pmë`mMr OmUrd Pmë`mda CgiUmè`m ñ\$moQ>H$ _ZmodñWoMr A{^ì`º$s H$aVmV.
ZonÏ`mMm OS> R>moH$io~mO {ZaW©H$ nwñVH$snUm hmhr a§J_§Mmbm EH$m doJù`mM AWm©Zo empãXH$ ~ZdVmo. `m
aMZobm _J ñdV:Mo Ago OS>, Jƒ; nU ~hþñVar` ê$n `oVo. `mMm n[aUm_ åhUyZ g§[hVoMm AW©àdmh Hw§$[R>V
hmoVmo. nmÌo Agbr Var eãXm§Mo R>moH$io Am{U ^mdeyÝ`Vm `m§MmM gVV àË`` `oVmo.
g[hVm§Mm Cn`moJ ~Km`bm gwédmV Ho$br H$s bjmV `oVo H$s Ë`m§Mohr _y{V©H$aU Pmbo Amho. Ë`m§Zm ñd`_od
AW© Cabobm ZgyZ, Ë`m Ho$di gmYZ^yV Pmë`m AmhoV. H$embmhr {ZË` AW© CaV Zmhr. Ë`mV gVV ~Xb
hmoVmV. na§namJV AWm©À`m qMÜ`m hmoVmV Am{U H$moar nmZo Agbobo nwñVH$ Hw$UmÀ`m Var gm§JÊ`mZwgma {b[hbm
OmUmam Am{U nwgbm OmUmam \$im nwñVH$m§À`m _m§S>UrVyZ AWm©EodOr {ZKUmar Vbdma, g\$aM§Xo, IoiUr B.
a§J_§MmMm Vm~m KoVmV.
`m _m§S>UrZ§Va \$moa_Z `m§À`m bmìhm `m ZmQ>H$mMo CXmhaU KoD$Z Ë`mVyZ IXIXbobm _wÔm {Z~§YmV ñnï>
Ho$bm Amho.
\$moa_Z `m§Zr ñdV: EHo$ [R>H$mUr ~«o»V `mbm Amnbm _mñQ>a Ago åhQ>bo Amho. na§Vw [H¨$~b} `m§Zr ~«o»V
Am{U \$moa_Z `m§À`mVrb gmå` [H$Vr WmoS>o Amho Am{U \$moa_Z `m§Mo A{YH$ gmå` [H¨$dm OdiMo ZmVo A°ìhm° JmX©
àdmhmer H$go Amho ho à{VnmXZ Ho$bo Amho. eodQ>r Ë`m åhUVmV, ""Am`wî`^amÀ`m dmMZmZ§Vahr AZoH$ XeH$m§À`m
Ë`m§À`m H$m_mV EH$ Y¸$mXm`H$ VmoMVmonUm [XgyZ `oVmo.''
“ I try not to think at all. I’ve spent my life reading. I’ve read everything. And I’am
convinced I’m reading so that i can finally say, “Well, you know, I’ve read it all and I
can throw it all out because none of it works.”
– Richard Foreman
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Enclosed by bookshelves, blackboards, graffittied walls, and letters criss-crossing
the stage on strings, the characters in Richard Foreman’s plays disperse, consume,
shred, trample on––but rarely ever read––the texts that form a constituent part of his
chaotic stage clutter. Fragments of sentences, words, and letters decorate and litter
Foreman’s world. While it is a critical commonplace to discuss Foreman’s plays as
staging consciousness (specifically his own),1 I want to broaden the scope of that interpretation to include not just Foreman’s mind, but also the battle between the avantgarde artist and text manifesting itself in the tensions between impulse and expression,
possibility and constriction, tradition and innovation. By focusing on the role of text
in his productions, we find that Foreman’s war with words reflects the fraught relationship of the avant-garde to the literary world it inhabits.
Foreman’s plays2 enact battles between mind and body, intellectual pursuit and
physical appetites, the static and the dynamic, the material and the fantastic. A
constituent part of these wars is always text—text as the material trace of language, as
the physical residue of the attempt to communicate or solidify knowledge; text as a
graphic mark that has an independent existence from the impulse that created it. Its
prevalence on Foreman’s stage reflects an obsession with its promises and
disappointments, its potential for meaning and its recurrent failure to provide it. I
propose three categories to analyze the texts on Foreman’s stage: habitats, inhabitants,
and uses. After describing the terrain and the rules that govern it, we can analyze
Foreman alongside the avant-garde artists he most resembles. In doing so, we find
that the oft-stressed resemblances to Brecht shed little light on the avant-garde’s
problematic relationship to text, and that other theater artists, from a seemingly opposite
pole of the avant-garde, enact similar battles with language and writing.
Habitats. The density of a Foreman stage setting radiates inward from the walls.
The walls are lined with bookshelves and blackboards, evoking libraries, schoolrooms,
studies, offices. An air of claustrophobia prevails, resembling the world of Edgar
Allan Poe3 more than any expansive realms of theatrical fantasy. Within these wallsthe limits of the stage and the demarcation of the universe-obsessions crystallize into
unlikely idées fixes; the confines of the library aggravate their development. Bound
1.

2.
3.

See Kate Davy, ed. and intro., Richard Foreman: Plays and Manifestos (New York: New York
University Press, 1976): “Foreman’s texts are very personal and self-referential, because they are a
documentary of his consciousness in the act of writing” (xii). Also see Florence Falk, “Setting as
Consciousness” in Rabkin, 37-49, who writes that his works are “about consciousness” (37). Foreman
himself encourages this interpretation: “What I show on stage is a specific aspect of a chosen moment
that suggests how the mind and emotions can juggle, like an acrobat, all we perceive.” Richard
Foreman, Unbalancing Acts: Foundations for a Theater (New York: Theatre Communications Group,
1992), 4.
By “plays” in this paper I will refer to the productions of plays both written by and directed/designed
by Foreman only.
Such as Egaeus in “Berenice,” conceived and born in the library, living a life of over-erudition and
hallucination.
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by rows of bookshelves and tome after tome representing centuries of erudition, a life
of abstracted mental activity unfolds, fueled by and responding to the text-lined walls.
Yellow-lined notepads hang on the walls (I’ve Got the Shakes). Papers and
newspapers litter the floor (Permanent Brain Damage, I’ve Got the Shakes). Screens
and placards serve as textual surfaces (Hotel China, Sophia=[Wisdom]: Part III: The
Cliffs). Graffiti adorns the walls and furniture (Pearls for Pigs, Benita Canova). In
Film is Evil: Radio is Good, “Letters from a foreign language painted in gold are
arranged over the walls in many places, suggesting messages bleeding through the
walls.” 4 Wires suspend letters and words. The ubiquitous bookshelves and blackboards
suggest that the characters cannot escape writing-that it is, in fact, part of the very
fabric of their world. Texts ideally represent possibility, expansion, but the
claustrophobic settings underscore their constrictive powers instead.
These textual habitats come as no surprise. Foreman’s manifestos, citing French
poststructuralist theory, German philosophy, fin-de-siècle poetry, etc., reflect an author
deeply enmeshed in text and the culture it represents. His biographical blurb on the
Ontological-Hysteric website foregrounds his academic credentials (Brown B.A., magna
cum laude, Phi Beta Kappa, Yale M.F.A. in playwriting, Brown honorary doctorate).
He has always emphasized his work as playwright, as opposed to designer and director.
The persistent publication of his playscripts—scripts that are, for many audiences, the
least striking aspect of his work—serves to permanently situate him on the bookshelves
of the library.
His settings represent the world of an avant-garde artist suffused with and encircled
by the entire textual (theoretical, historical, critical) apparatus surrounding the very
work he creates. The actions of his plays unfold in a universe delineated by this
apparatus. Enclosed within these libraries and studies, however, texts do not provide
meaning or clarification; instead, they only intensify the futility of the search for answers.
Instead of expanding the life of the characters, the texts constrict them. They entice the
seeker of knowledge, but they thwart the search for meaning. This unfulfilled promise
sometimes evokes a kind of fury: in My Head Was a Sledgehammer, already-erased
blackboards are erased and erased again, creating a image of possible text that must, at
all costs, be obliterated.
This fury arises because the library disappoints expectations. The yellow lined
pads that hang on the walls of I’ve Got the Shakes remain blank. A written work
should express a mind in its fullness, but, in Foreman’s plays, it does the opposite. The
bookshelves on stage do not hold books, or the books they hold are not really books.
Characters pull swords, apples, toys, knives from the shelves. Texts conventionally
signify some measure of knowledge; a book promises a certain stability of meaning.
4. In Unbalancing Acts, 157.
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Foreman’s habitats highlight the nature of texts as foreign objects—not products of the
mind itself, but fixed marks that, by the very nature of being written, betray the meaning
they tried to convey. The library and schoolroom thus impress instead of express.
Books intrude under the guise of illumination. Instead of leading to self-knowledge or
expression, they impose a system of thought, of tradition, the values of established
institutions. The legends on the screens or phrases on the placards never help to elucidate
the action, for the characters or the viewers. Words hanging on strings are not read:
they are fragmented, backwards, upside-down. Texts in Foreman’s world promise
order but create disorder. The habitats do not belong to and are not constituted by an
individual mind—they are conduits to others. Thus, they contain nothing but
substitutions, détournements, and false promises.
Inhabitants. The textual inhabitants of these worlds include arcane letters and
symbols, wooden and plastic letters, words projected on screens, newspapers (crumpled
or rolled-up), books, papers, letters, envelopes. They are blank, mangled, or
indecipherable. Samuel attempts to write: “I think I’ll make a few notes to myself on
this discarded scrap of paper,” but doesn’t manage to even begin: the paper, as always,
remains blank (Samuel’s Major Problems).5 A woman poses as a waitress in order to
solicit customers into a restaurant in order to “introduce them to great literature,” but
the books contain only old pornographic photos (Rhoda in Potatoland). Mangled papers
and texts abound: in I’ve Got the Shakes, the yellow lined pads serve objects to crumple
and toss, never as writing surfaces. And indecipherable writings proliferate. In Lava,
“newspapers in foreign, exotic script” are tacked to the walls.6 Opacity governs
Foreman’s textual décor 7, which is composed of “assorted letters from the Hebrew
alphabet, some arranged in magic squares” (The Mind King)8 ; “gold letters and
mysterious signs and diagrams,” which “gleam from dark corners” (Samuel’s Major
Problems)9; hieroglyphic shapes and inkblots (My Head Was a Sledgehammer); and
“mystical letters” (I’ve Got the Shakes).10
The texts call attention to themselves as such, self-referentially announcing the
inevitability of writing in the universe. The stage is “literalized” to a high degree:
words appear on screens, placards, wires, blackboards, everywhere they can fit. The
words on strings and clear plastic dividers often repeat the title of the play, but always
5.

In Richard Foreman, My Head Was a Sledgehammer: Six Plays (Woodstock: The Overlook Press,
1995), 153.
6. In Unbalancing Acts, 319.
7. These cryptic symbols are almost a constant in the last two decades of Foreman’s work.
8. In Richard Foreman, My Head Was a Sledgehammer: Six Plays (Woodstock: The Overlook Press,
1995), 107.
9. In Six Plays, 147.
10. In Six Plays, 273.
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