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ABSTRACT

The mechanics of theatre production need not be known to its audience because what they eventually see on stage is
nothing but a rebuilding of life. Hence it is not surprising that theatre became a very popular and powerful form of art
until it was challenged by the modern mass media. Hitherto it can be safely said that theatre even today wields a
formidable influence on the people and can be as during the 16™ century it was the most popular and influential form of
entertainment. It is intended to study the plays of two well-known Indian dramatists and see how they all tend to depict the
transformation that has been witnessed in the Indian psyche and society. The Indian social set up has changed, but in a
subtle, unnoticeable way. But the change has not escaped the eyes of these dramatists. Voices of the hereto suppressed
women, is being heard and depicted in contemporary dramas. The surprising fact about it is that women are given

expression by male playwrights, than the women playwrights.
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INTRODUCTION

Theatre has been a very sole form of art sinceséing beginning. It has been an enabling and emicimedium of art.
Also it has been the best form of art to reachniasses more effectively. No other art form has been able to reach as
many people as much as drama did. The drama aedreqeire very little or no preparation at all fpeeciate a play,
unlike any other form of art, such as music andcdawhich all need a certain amount of preparadiuth a degree of taste.
Music, painting, sculpture, architecture and aflestforms of art need the audience to have cuéitvat taste to appreciate
what is being presented as the expression of &gy &ll require a certain amount of knowledge, aithwhich the art

expression falls flat. Play does not need any gueparation as it is an expression of life itself.

Though the Indian English Theatre began very garjyear 1831 on a very promising note with the pation of
Krishna Mohan Banerjee’'s The persecuted or Dramst&nes illustrative of the present state of Hindogciety in
Calcutta, the Indian English theatre failed to lelsth itself strongly as an independent entity(MNKik, A history of
Indian English Literature,102). More plays weretten in regional languages than in English. Regemitbre number of
dramatists has started to write in English. Yetrnhenber of plays translated from regional languageisnglish is more
than those written in English itself. Be it trartslhor plays written in English, it took more treageneration or two for the
radical, social, revolutionary spirit to surfaceaagafter it was first demonstrated in the pionegrivork of Banerjee
nearly more than a century ago. After the initiikmpts of staging poetic dramas, with romance hoiggy, freedom

struggle, mahathma, ideals, morals, ethics, soefatmation etc as the theme, the Indian dramaugidturned to more
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modernistic preoccupations like psychology, womemaecipation, class-caste divisions, polity and so A more
modernistic attitude which is essentially post @b and feministic in nature runs strongly throudle plays of recent
times. It would be interesting to trace the growthhe Indian theatre along with its changing, eirg trends and record

how similar or different it is than the westerndtre.

It is intended to study the plays of two well-knowrdian dramatists and see how they all tend tdctiepe
transformation that has been witnessed in the inggyche and society. The Indian social set upchasged, but in a
subtle, unnoticeable way. But the change has re#ipesl the eyes of these dramatists. Voices of ¢hetd suppressed
women, is being heard and depicted in contempodaayas. The surprising fact about it is that woraed given

expression by male playwrights, than the womenvataghts.

The two dramatists that will be studied are Gili&rnad and Mahesh Dattani. Hayavadana and Where iha
will are their works respectively selected for fmarpose of a sample study. The three plays havwmisgly different
themes but are very close in the way they treatigbges. The three plays selected display a veryemdstic feminist
approach towards their women characters and viem imore as equals than as inferiors to be pittad.ih the way these
women characters are looked at, not the situatiogng are put in or shown in, that make these psayélar. The women
who were hitherto treated as subordinate seconclaayacters by writers, here in these plays are shoot merely as

equals, but as superiors to men.

Padmini, in Hayavadana, is also in a similar plighiitough not accused by anybody in the play as imhmanti
social, she is almost blamed of adultery. She marbevadatta and falls in love with Kapila, her bar’s friend.
Devadatta is the epitome of all intellectuality dtabila of physicality. Padmini will never be corap# without either of
them. Her desire to have both men does not lookdrahor unnatural. The dilemma of the woman is rayed in such a

way that it never appears to be vulgar or indecent.

In where there is a will there are three women attars that make an unlikely company. There is ISowde of
the deceased rich businessman Hasmukh, Preethidatghter in law and Kiran — his mistress. Thedtorm an unlikely
company because they are three different kindsarh@n with different interests. Yet they come togetto protest and

win against the patriarchy that has dominated tfa@rgears.

It is a new way that these dramatists look at themen characters. It is not mere sympathy. Itas mere
ideological support. It is more a claim from withinternal to the dramatist. It is almost like anaan writing these works.
The difficulties faced by women, the horrors theg aubjected to, the discrimination, the suppres#iey suffer at the
hands of men — all these are so well depicteditlzditappears to have flown naturally from a worsamand. And, instead

of a loud clamour for rights and justice, thera igery strong, clear but calm assertion of womenition.

In Hayvadana too similar bold views about women expressed. Padmini, the central character is gleom
woman who is not ashamed to be in love with two nfer husband and his friend. The play is aboutrimuleteness,
imperfection in life. It begins with an invocatida Lord ganesha who is an embodiment of imperfactionself with
broken tusk, elephant head, seated on mouse, snailted belly etc. The play poses the question peifiection through
Devadatta and Kapila who symbolise intellectuadityd physicality respectively. But the play stands loy the view it
adopts towards Padmini who wants them both. Thelierohorus in the play ask “why should love stickhe sap of a

single body?” The chorus sing as if they speakPfadmini “a head for each breast. A pupil for eagh & side for each
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arm. | have neither regret nor shame”. Nowherehin filay is Padmini neither condemned nor criticifmdher action
which is surprising even from a modern point ofwiéler wish to live and love both lives is accepted treated as if it is
natural. Neither the Bhagavatha nor the chorus amyr other character in the play says anything alBtadmini's

seemingly immoral actions.

Where there is a will goes a step ahead in supgptiie women characters. It mocks at the male pamdr
domination. Hasmukh, the rich businessman, corsidienself to be an accomplished man and well irirobof life. Both,
when alive and after his death he is pitched ag#imee women in life, his wife, his mistress arsl daughter-in-law. It is
ironic that all the three women, who he thoughthd a control over, come together after his demathark against exactly
what he had wished and stated in his will. Hasmsikife and his mistress come to live together dfiedeath and agree that
both of them had been ill treated by the deceasau Mo character in the play nor the playwrightsider it a crime that

Preethi, the daughter-in-law, had killed Hasmukfédptacing his medicines. The mistress is accdaptedhe family.

If the plays discussed simply show an acceptandbeoillicit, adulterous relationships of the womamaracters,
Dattani tries to give it a kind of social recogoitiby letting the mistress become a part of theljamBut it is clear from
the above discussion that the new age dramatigtelecagnised the new emerging woman with a stroidj identity of her
own. The plays discussed in the paper portray woimannew light. They also assert her right to lavéife completely
independent of man as shown by the women charant&rattani’s play.

It is also intended to make a comparative studthefwestern and Indian theatre. It would also bemniching
and useful study to analyse how the playwrightiedifrom each other from region to region withimlig in theme, style,
dramatic techniques and yet as Eliot says work tdsva common end like there exists “an unconsctmmsmunity”

among them.

Each of these dramas exposes a new feminist readlifogmerly patriarchal legends. The principleaofeminist
theatre in the usefulness of theatre as a toolcfaical consciousness for critiquing social inelifyaand for self
examination and expression is at the centre. Fetrim¢atre is a source of empowerment; it facdgahem to speak out,
giving them voice. It is at the connection of axtivism and social relevance and theatre is seentaol of real change in
women’s lives. It is an exploration of women’s owRclusive idiom—their own form, their language awdys of

communication.
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