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CHAPTER |

INTRODUCTION

The beauty of thAssamese culture has been the saga of the integration and assimilation of
different races and tribes inhabiting hée.Sharma (2014) writes, fresh elements, both
indigenous and non-indigenous, have been constantly incorporated into theAskmaése

society making it a composite culture. It is a culture shaped by the folk traditions which retain
their exclusivity even when influenced by elite sanskritized forms in the process of assimilation.
TheVaishnava era witnessed development in language, literature and the performing arts
(song, dance, drama and theatre) that invigofetsdmese culture with a new life and vitality
(pp-xxxvii-xxviii). Even prior to that, from ancient times Performiats have been a part of

not only festivals but also the daily life of peoplégsam. Folk songs, dance and drama that
has been passed on from generation to generation stands proof of this. It is said that to

understand a particular community one has to look into its folk traditions and Perfartsing



Goswami writes (Rajbangshi:1998JahapuushSrimanta SankardesAnkiya Nat
was the high watermark in the cultural histornAe$am\We do not find concrete evidence

of drama creation iAssam prior to this (p.28).

Neog (1982) writes, the history A§samese drama is very long and old indeed older
surely than the drama of any Indian modern language by at least a. gd@dingtAssamese

drama is certainlfihna yatra( pageant on painted scenes) (p.10)

Goswami writes (2007), prior to Sankaradeva there was no full-fledged drama in

Assamese. He is, therefore, considered to be the fatAssamese drama and stage (p.68).

With the passage of time declined the Six hundred ye@dach dynasty and began
the British administration iAssam.The cultural arena also $efed a dark phase as the
popularity ofAnkiya Natgradually began to lessext.this point of time, the Bengghtra
that entered\ssam was like a breath of fresh air that invigorated the cultural arAssawh.
It was with the coming in of the British ruleAssam, that paved the path jaira to spread
its influence herewith the British came a flow of people from féifent parts of India,
particularly Bengal. The reason behind this was the educated Bengalis as helpers of the British
understood the administrative work of the rulers. Morea#ahis very point in time the
British started th&ea industry here and required people who had the knowledge of English.
It was not feasible to recruit each employee from England and so, the British preferred the

English educated Bengalis.



Talukdar (2003) writes, naturallthese Bengab'who came to work here brought
with them their own culture. During the various festivals [kega puja(worshipping of
goddess Durga), aritali Puja (worshipping of goddess Kali) and sometimes just for the
sake of entertainment, these people invitegatna parties, which at that time was gaining
a new lease of life and great popularity in Bengal (p.14). Thgaswere great entertainers
for the labourers working in the tea garden8sgam. Graduallythese travelling troupes
began to attract the curiosity of the loAaksamese people and soon they too, like the

Bengalis acquired a taste fatra.

Bayan (1994) writes, the first, alssamesgatra party was formed in 1860 by
Mr.Tithiram Bayan, an actpdancer and musician of Barpeta, with the patronage of Mr
Gobindaram Choudhuryhis troupe, which was the filkssamese professional drama party
performed upto Sivsagar in Uppessam (p.81). Bhattacharya (1988¢ntions, another
name that needs mention here is 8&tydev Sarma, who around the same time formed his
jatra party (p.107). In due course of time various ofagna parties mushroomed. The
historic step fronjatra to Bhramyamar{mobile theatre) was taken by actor.8&dananda
Lahkar when, in 1959 he formed Nataraj Opera, a mopra troupe in Pathsala, in the
district of Barpetadssam. It performed right upto Golaghat in ugjssam and was particularly
popular in the tea gardens. It was from here thafbtryut Lahkay Sadananda’brothey
had the brainstorm of creating Nataraj Theatre with the dual intent of one, providing financial
security to the artists and two, modernizingjttea, plus, encourage originAssamese

drama Thus was born the first mobile theatreAssam, Nataral heatre in 1963.



The first thought that naturally comes to mind on reading the title of this research work
would probably be, ‘what is mobile theatre? The literal meaning of ‘mobile’ is something that
moves. Guthrie,et al. (2016) writes ‘theatre’, also spelled ‘tHeatdramatic arts, is an art
concerned almost exclusively with live performances in which the action is precisely planned

to create a coherent and significant sense of drama (p.03).

Elsewhere in India commercial theatre is performed in a permanent halAlssaim,
the mobile theatre is a temporary set up that travels from place to place performing commer-
cially. The equivalent term for mobile theatreAissamese languagelilkramyamanKalita
(2011) informs, this word was coined by none other than one of the architects of modern
Assam, MiRadha Gobinda Barua, after watching Naftesgatre in Guwahati in 1963-64
(p-29).In a mobile theatre all the required paraphernalia, right from the temporary stage,
screens, galleries, chairs, light and sound equipments, bedding and utensils, to the cooking
stove, etc are carried over to where the temporary auditorium and stage i®\sethgred
by mobile theatre critic, Mazumdar ,the ideas that motivated the creation of mobile theatre

were .

(i) taking drama to the common man,

(i) to change and improvigatra which was looked down on by the intelligentsia,

(iii) to provide the artists (actors, technicians, etc.) a respectable platform where they

may find not only acceptance and adulation from the sobtietyalso financial security



(iv) to free theatre from the city-centric shackles of performing, and

(v) to bring about a trend of commercial theatrassam.

(MazumdayA. Personal Communication. 10/01/2013)

As put by Richmond (1990) , ‘In India, as in much of Western world, the main
objective of commercial theatre is to make moneymatter what the quality of the product.
Indeed, although they may wish to derive their living from theatre, many theatre artists consider

it an insult to be called ‘commercial’, and prefer to be labeled ‘professional’(p.391).

Mobile theatre aAssam has travelled a journey covering half a ceritusyundoubtedly
one of the most popular medium of entertainment in both rural and urban a#ssarof
today Come autumn, and the carnival on wheels sets out weaving its magic enthralling
thousands of enthusiastic audience with their annual shows packed with emotion and technology
The function of theatre/drama in our culture goes beyond mere entertainment.Through it, we
can find the meaning of our own culture. The study of theatre/drama brings to light its

importance as a vehicle of cultural renaissance in the changing society

1.1 Problem under Sudy

During the span of its existence, mobile theatesseaim has gone through a lot and survived.
Today it has an annual turnover of more than 10 crore rupees. In the present times when
unemployment is a major issue, the mobile theatre employs hundreds of people, thus sustaining

many Though there has been a lot of talk about recognizing the mobile theatre as an industry



by the Government @fssam, no concrete steps have ever been taken in this direction nor
has there been any efforts to introduce any policy in this connection. This aspect with its pros

and cons needs to be studied.

Apart from the economic aspect, the mobile theatre, as a means of mass communication,
Is perhaps unparalleled and can play a vital and constructive social role, provided, utilized
correctly Cinema, drama, theatre, etc., are but reflections of our society and, therefore, this
medium can be used in a constructive manner to bring about a social revolution with regard
to important issues be it social, political, economic, environmental, etc. The contribution of
mobile theatre to the cultural arenaAssam has many a times been underplajiee.so-
called intelligentsia has always had a condescending attitude towards mobile theatre. The
question naturally arises: why? Mobile theatre is where the common man gets a taste of, and
learns to appreciate theatre. This is where he can connect one to one with the artists on the
stage unlike cinema, which is larger than life and as such, fantastic. Mobile theatre is a
complete package with acting, dance, music, action, emotion, etc., all thrown in with a liberal
dose of technical gimmick$he demand for good artists has always been there and today
when theAssamese film industry is almost nonexistent and its future uncertain, the mobile

theatre has extended the vital lifeline to many artists and technicians for sustaining themselves.

1.2 Literature Review

Evaluation of the literature on the research problem is indispensable to have an idea on

the problem under study and also to arrive at the right perspective. The mobile theatre is not



a common component in many societies and areas, and therefore, writings on it is not much
available. Moreover books and research papers on the mobile thedtssamfis scanty
In the following pages some literature relevant to the subject of study have been discussed

to find a path on how to proceed with this research work.

Preston (2001) has written @peraon the Road: favelling Opera Toupes in the
U.S,1825-1860thatTravelling Opera troupes in the Uniteth®s ofAmerica were seen

as early as 1828'(p.35).

In theCambridge Paperback Guide to Theegdited by Saraht&ton and Martin

Banham, (1996) an account of travelling theatre has been given as such —

Tent showAmerican touring entertainmenthese plays or variety
shows, dating from 185®'were stagk under canvas. By the 119
Century travelling troupes with repertoires, extensive enough to provide
weeks worth of entertainment, had become popular in the symmer
when local Opera houses were too poorly ventilated to attract the
public. The Chautauqua circuit, offering lecture meetings of an
educational or religious nature, performed in brown tents to distinguish
them from the white canvas of the show tents, which were 50-60 feet
wide. With bare benches or bleachers and a platform stage designed
for portability. The earliest repertoires were imitations, often pirated,
of the standard domestic fare, primarily melodrama. La&st

showmen composed their own plays, carpentered to a limited



company and familiar themesfal life. After world war |, motor
vehicles replaced rail transport, and tent shows proliferated . Some
400 shows were travelling through the U.S in 1927. But the catastrophic
effects of depression, dust storms, unionisation and competition from
local cinema led to closure of hundreds of companies in 4938
Federal Theatre Project absorbed many of these entertainers and in

the 19508 only some dozen troupes survived (p.371).

In the bookAfrican Popular Theag: From Pe-Colonial Tmes to pesent Day
David Kerr (1995) has written, how Africa, between 1961 to 1967, a travelling theater
movement was ganized by two spirited expatriates, Martin Banham and Gagiprthy,
by the formation of the University College of Ibadan Dramatic Society in Nigeria. Likewise,
the Makerere FregravellingTheater (MFTT) came into being in 1965, in Ugaridee aim
was to bring popular drama to the general puBlibeavy logistical infrastructure and
administrative preparation backed this theatre, like a fleet of Government and British Council
Land Rovers, a huge backdrop, that was multi-coloured and splash-dyed, stands, trunks,
props and costumes, stands, tape recoadeansformer and even a mobile girls dressing
room.Although there were obvious concessions to a notion of a flexible mobile theatre, there
was a feeling that fairly elaborate resources were intended to give rural areas a feeling of
polished urban art theatre. This was borne out by the rehearsals which lasted for five weeks,
including language laboratory work for those learning or improving arAE#&stn language

(p.133)



Kerr (1995) further writes, there were some features of the MFTT which prevented
it from achieving a totally popular theater campaign amongsiitastn subaltern classes.
The main problem was that the impressively elaborate logistics of the tours like the fleet of
Land-rovers, lengthy rehearsals in Kampala, copious costumes and so on, tended to prevent
a completely fluid interaction between performers and communitiiese conditions the
incipient elitism of urban intellectuals entertaining provincial masses is difficult to avoid. Some
flavor of it comes out in Cook’'observation concerning the need for travelling theater members
to provide their own food on grounds ‘that ordinary school diet is neither palatable nor
adequate to a mixed group of E&fsicans under considerable physical and nervous strain.’Such
special treatment, however understandable, reinforces the feeling that university players are
gifted elites generously bestowing their talents on popular audiences. Peter Nazareth makes
a similar complaintOnce a year theater descends upon the people instead of growing out

of them, and disappear3his criticism is important and influential (p.138).

In the bookJapans Modern Theat: A centuy of Change and ContinuityBrian
Powell (2002), says unlike npgmall towns very rarely possessed halls suitable for mounting
productions planned for urban venues, particylagya perception that elaborate scenery was
necessarywas pervasive throughokiabuki, ShimpaandShingekiThus, theJohokyoku
was determined to promote a type of theater that could be taken anywhere in Japan. Some
physical stamina was needed . Politicalig agenda was veryfeifent and this time the goal
was not to change political opinions but to exert moral persuasion. Such theater had been part

of Izuka’s plan for National drama and others had developed this element of his ideas. No

10



form of theatre was excluded and even the entertaining conglomerates had their own touring
subsidiaries but there was a feeling in articles contributing to the debate on mobile theatre that
it should be anti-commercial and focus on developing new dramaturgical and performance

modes to suit its new mission ( p.131).

Powell (2002) further adds, both the Imperial RAgsistancé\ssociation and the
Johokyokwvere keen to promotdo-engeki{mobile theater) as part of their drive towards
the mobilization of all aspects of the nations life, and supportedthélgstablishment of an
official organization to co-ordinate mobile theater activityis was théNihon ido-engeki
Renmeimeeting or Japan League for mobile theater and its founding meeting took place in

June 1941.(p.132).

In the bookBolshevik Festivals,1917-192lame&/on Geldern (1993) writes, perhaps
pre-revolutionary Russmfinest example of popular theater was Gaidebsiraebile popular
theatre located on the outskirts of Petrograd. The mobile popular theatre was the first to
perform on the streets of revolutionary Russia in May 1917; Founded in 1903 as the popular
theatre by Gaideburov and his wife, Nadezhda Skarskaia, a daughter of the great Komissar
zhevsky acting familyit was located in the Ligovsky Peopl¢iouse funded by a wealthy
social revolutionarnthe Countess Sofia Panina. Its mission was to supplement the thin cultural
fare offered by the Petrograd workers.By 1907, the popular theater had merged entirely with
its alter ego, the mobile theaterhich stafed by the same actors, spent summer months

touring the provinces with modern repertory aimed at the local intelligentsi@)p.1
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Nicolas Kanellos (2003) writes iRlispanic Literatue of United &&tes :A
compehensive Refence the mission of the Puerto Ric@ravellingTheatre (PRT) is to
educate and acquaint the general public with important contributions by playwrights from
Latino or Hispanic extraction; to present and produce truly bilingual professional theatre; to
offer artistic development to emerging and established artists; and in these ways to contribute
towards the diversity gkmerican theatre and national cultufée PR'T was founded in
1967 following the highly successful run of the OXCARene Marque classic drama of
Puerto Rican migration. Realizing that such a professional production was not accessible to
most of the families from economically disadvantaged communities, Ms. Qalle) the
PRTT'S founder and\rtistic Director made the decision to present the play free ofgehar
in NewYork City streets with funding secured from the then MaymJdohn LindsayThis
initial summer production helped launch the Spanish bilingual theatre movement and led to the

creation of a major cultural legacy for N&erk and the Unitedt&tes (p.275).

The PRT’s lasting impact is felt in 39 years of continued theatre programming and
audience development, including the introduction of new and significant Hisfogses to the
professional theatre mainstream; a unique culturally diverse model for playwright development
and enrichment; cultivation of an awareness of the theatre as a viable career for economically
disadvantaged youths; and year-round Spanish and English language offerings. Since 1967,
theAnnual SummeTour of PRT has performed in parks, playgrounds and on street corners
throughout the five boroughs of Néferk and areas of New Jerspyesenting free of clge

productions to most neglected communities of the €aglay PRTT remains few of the
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touring theatres in NeWork Metro and is known for especially performing works by classic

Hispanic writers and current Latino playwrights in both English and Spanish.

The Journal 2014) states that, before the production of the first indigenous film in
Nigeria, theYoruba traveling theatre had established a rich, flourishing tradition of touring
plays across the nation and beyokdkdeji and Ekwuazi (1998) comments that,Ybeuba
theatre has made an indelible impression on the whole colsmtraveling theateit has
taken the theatre to the people and entertained vast and diverse audiences throughout the
country Not earning any subsidies from the government or financial support from any
foundations, the artists have progressively managed to survive in a very bidhexagraw
their income not only from their stage shows but also from television shows, from waxing their
music and plays on discs, by printing their plays as photoplays and as litePgiunelele
adds that, at its height of productivity and popularity in the 1970s and early 80s, there were
at least 100 troupes of the traveling theati¥oiruba societyFrom a vast and robust popular
theatre base, it becomes quite easy for¥traba traveling theatre to hijack the industry for
the furtherance of their artistic career in another medium. SecdmeMoruba has a long
theatrical history which dates back to Atarinjo (or EegurApidan) masquerade performance
of the old Oyo empire, and many live in big cities and towns which allows for the formation
of a vast audience pull, each time the traveling theatres visited the communities with a new
play which also spread to nomshiba speaking areas &fest African coast

(Ogundele,1999:47) (p.186).
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Katie Milestone anénneke Meyer (2012) has said@ender and popular cultar
that, popular culture is a contested concept. It is vague and diffuse and can therefore be filled
with different meanings. In order to investigate these meanings, we will start by looking at the
more general concept of culture. Raymvitiams (1983) put forward three meanings of
the word ‘culture’, arguing that it can refer to (a) intellectual, spiritual and esthetic development,
(b) a particular way of life of a group or historical period and (c) texts and practices which
produce meaning$he concept of ‘populaculture is of course dérent from that of culture.
It has a quantitative dimension. The word popular suggests that it is liked and /or practiced
by many peopléAnd indeed many aspects of culture which we would commonly class as
popular culture are widely appreciated and consumed, such as pop music and television.
However the connections are not always straight forwdeere are certain aspects of
culture which we would commonly class as ‘higtiture but which are still ‘populain the
sense of being liked or practiced by many people, for example, classical music such as
Pavarotti. Converselgertain aspects of popular culture, for example, niciehannels
may not have wide audiences at all. Popular and high culture is often mixed, for example,
when classical literature is turned ifit¥ serials which are watched by millions of viewers
s this high or popular culture? While popular culture has a quantitative dimension this alone
IS not necessary or sufficient to define it. The other factor to emerge as important here is that
popular culture in all its definition is compared explicitly or impliciitysome ‘othérculture.
Most commonly this other culture is so called *high’ culture, which is usually taken to include
serious and classical forms of culture such as works of old literature, paintings, poetry or

classical music (pp.83-85).
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The authors also sahigh’ culture is deemed intrinsically worthgerious, quality art,
while ‘popular culture is judged superficial, simplistic and driven by profits rather than skill
or quality Often these judgments are linked to the commercialization of culture and the
creation of a culture industiyhile ‘popularculture is considered to be of intrinsically low
artistic quality because the pursuit of profits necessitates meeting the lowest common
denominatqr'high’ culture is associated with a bygone golden era free of commercialization,
where art thrived for the astsakeThe juxtaposition of high and popular culture is flawed
in various ways - firstlythis categorization is elitist and fails to recognize that the standard by
which the quality of culture is measured are not universal or neutral but themselves a product
of culture. Second)yin contemporary western culture the economic system of capitalism
shapes the production of all forms of culture and art- there is no space totally free of

commerce (pp.86-87).

Sailen Bharali (1985) in his bodkatak has saidamong the various branches of
literature drama holds a special positidtthough the scholars ddr as to how drama
originated, the majority agree that religious rites and rituals in due course of time gave birth
to drama. It was probably in Egypt the centre of ancient civilization that drama was acted out
for the first time. Osyris, the God of agriculture and his imagination by the Egyptians was the
content of this drama. But unfortunatelyere being no proof of this, it is the Greeks who
can claim to have given birth to drama. This was connected to the religious rites and rituals

to please Dionysus, the Greek God (p.23)
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It was during the reign of King Pisistetus in 534 B.C, a drama competition was
organized irAthens. Playwrightactor and priesthespis is said to have been the winner of
this competitionThis competition later on became a grand public festival in Greece and
contributed a lot to the evolution, progress and development of Greek drama. It was during
this time that the need for a stage/Arena (theater hall) led to its construction and the art of
‘acting’ began to gain popularity among the common pedpteek drama artists were
carefully selected and trainels written by Bharali (1985), Demosthenes said, “Actors
should be judged by their voices and politicians by their wisdom”. Schools for voice-training
were set up in which actors and singers were trained and actors had to have knowledge of
all aspects of acting. The Greek drama productions were characterized by proper planning
and rehearsals. Theatre definitely was one of the greatest elements of the glory that was

Greece (p.32).

Bharali (1985) also informs, five playwrights dominated Greek Drama for 200 years-
TheTragedians were (Bechylus (525-456 BC) who wrote the tragic trildQyiesteiaand
introduced the concept of the second aEtmtoragonist.(2) Sophocles (496-406 BC)
who wrote théDedipus Rekilogy. (3) Euripides (480-406 BC) who actually foreshadowed
the ultimate form of dram@he Comedians included (Ajistophanes (448-380 BC) and (5)
Menander (342-292 BC). Likewise, in England, drama evolved from the corridors of religion.
Initially acting was confined within the four walls of the Church, but as it gained popularity
various issues of Christian life began to be enacted and gradgatiythe confines of the

Church drama spread itself among the nook and corner of sdd¢ias; we can conclude
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that drama was born out of religious organizations and this fact has been corroborated by the

dramatic literature of various countries (p.35).

Alchin (2015) writes, the formation of Elizabethfseting Troupes was the result of the
popularity of the Elizabethan theatre.The Elizabethans enjoyed entertainment and they loved
plays and the theatre. The first theatre in England was not built about 1576. Prior to that,
actors travelled from one town to the other and one castle to amith&avel was diicult
in the Elizabethan era. Because of frequent outbreaks of the terrifying bubonic plague, strangers
were viewed with suspicioAnyone who wished to travel in England had to obtain a license
from the Bailiff in the Guild. This ensured that the spread of disease was contained as much
as possible and the ppbomeless, and anti-social elements could not move easily from place
to placeThe major Elizabethafcting Troupes were ‘Lordt&anges Men’, ‘Chamberlairs
Men’, ‘Admiral’s Men’and ‘King's Men’. According to the Sumptuary Laws, the Elizabethans
were prohibited to wear any clothing which was above their social standing. Many Elizabethan
plays were about Kings and the nobility but the actors were restricted to wear any clothes
which might convey this high status. This severely restricted and spoilt the performance of the
plays. The Queen herself enjoyed this form of entertainment , so, a ‘get out clause’ was

written into the Sumptuary Law (Alchin,elizabethan-era).

In the bookContinuum Companion tovEntieth Centwr Theate, edited by Colin
Chambers (2006) it is stated that, in the late Eod@iumber of specialist companies began
to tour for audiences of children in both schools and theatres with a more serious intent. These

companies of which the most enduring have been Caryl Jebimécorn Theate (founded
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in 1947) andrheate Cente (founded in 1949), drew on the model of the work developing

in the Soviet Union since the 1982@&nd after the secontlorld War in Eastern Europe
where cultural enrichment was seen to be vital adjunct to education and where major building
based companies with considerable financial subsidy had been established working with the

same resources and expertise as theatre for adult audiences (p.152)

In an interview published in tidéew Y¥rk Magazing1991) it is written that in 1967,

Raul Julia, famous Hollywood actor met the man who jump started his.career

Joe Papp was doing the Spanish production of Macbeth in the mobile
unit”, says Julia, “and | auditioned and got the part of Macduff, and
we travelled all over the neighbourhood with this truck, that turned
into a stage. It was a wonderful experieWe.were bringing theatre

to people who had never gone to the theatre before (p.55).

Mahanta (201) writes inNatakar Katha ancient India is said to have been a rich
treasure house of dramatic literature. Sanskrit was the language in which drama was written.
The word ‘Indo-Dramahas also been used by some for Sanskrit drama. Sanskrit drama
dates back to some 2000 years eaifllieere is no scientific proof of dramatic creations prior
to this but since we do not have the biography of the playwrights or information about their
timeline, we cannot establish a concrete age for Sanskrit drama. In fact, from the sources
gathered, the playwrigldhasahas been said to be the first playwright chronologically
According to scholar8hasabelonged to theBcentury BC but surprisingly it was only in
the first part of the 20century that 13 dramas established as his creations have come to light.
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It was fromTrivandrum that for the first time these 13 dramas, edited by Mahamahopadhyay
Ganapati Shastri were published. Other celebrated playwrights of Sanskrit drama were

Kalidasa, Bhababhuti, Sri Harshajstiakhadutta and Shudrakpp.9-13).

In India, a popular traditional story about the birth of drama, statelNdhaishastra
the fifth veda, was created by Brahma, (the creatat one of the Hindu triad) himself by
taking elements from the foMiedasRig (content),Yajur (action),Atharva (Ras) andsam
(Music),on the request of thi@evatas ¢elestial beings Indian thought has always been
inclined towards connecting anything ancient and great with divine or heavenly grace and this
story was also probably such an imagination . But what is to be noted here is that the ideas
in Natyashashtrapply to drama of all age and place. Mahantal(Pfither write, the birth
of drama goes back to such unknown times that it is difficult to attribute a particular date for
it and that is why it is imagined to be the creation of Gods; Drama can provide both education
and entertainment to all classes and section of people; Drama must never target and attack
any particular class of people in the society; It is always better to perform a drama in an
auditorium/stage than in an open area; For acting in a drama, practice and rehearsal is a must;
An actor must always be physically fit; It is necessary for female artists to act along with male
artists; There is complete connection between drama, dance and music. Here, one must
mention that in ancient India, people associated with acting were considered to be low class
and were looked down on by the high class Brahmissuch, it can be said that it was

the low class common people who contributed to the progress of acting {pp.9-1
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An interesting point has been made by Mahantal(Pi81that, as against the general
belief that origin of drama lies in religious rites and rituals, it was actually non-religious or
secular From time immemorial, even before religion had eyedr various forms of folk
drama were in practice in tfent parts of the world\nd it is widespread knowledge as

to how folk drama traditions have impacted regular and written drama (pp.12-13).

Mahanta (201) further states that it was in the beginning of tHecEhtury that in
eastern part of India #lkssam, a dramatic form of high quality was creatée. personality
behind this creation was the social reforrpeet, dramatist, musician and propagator of the
neo-vaishnavite movemeMahapurusiSrimanta Sankardeva. His main discidighapurush
Madhabdeva followed higuru’s footsteps and wrote plays that contributed to the foundation
of Assamese drama and stagbese plays created by the duo were callelliya Nat
though neither Srimanta Sankardeva or Madhabdeva used this word, both instead used
Natak, Nator Jatra. It was a description added by people in the later times probably
because these plays had no division of scenes. Both Srimanta Sankardeva and Madhabdeva
aimed at the rejuvenation of a spirituafpplitically and economically decadent society of
Assam through the neo-vaishnavite movenfemd.thus, along wittNaam-kitan andBorgeet,

Ankiya natwas also a means of propaganda (pp.58-59).

The author (201) also says that since Sankaradeva wanted to overhaul the society
through religious preaching, naturally his plays were religion basgzbciality ofAnkiya nat
was its heavy dependence on songs. In fact songshéolchsfar exceeded the dialogues

and at times, even the actidmother special characteristic Ahkiya natwas theSutradhay
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who was the central force of medietabamese drama—singdanceractor stage-director

all rolled into one, this charact@nce making his entry would not leave the stage till the end
of the drama. The language usedhimkiya natagain was another unique characteristic
because it was not the common spoken language. This languaBeayadsili, a mix of
Assamese and Maithili, an incomparable creation of Sankardeva (pp.59-60). It may be
mentioned here thaBrajawali or Brajabhashalas was used in Braj) came to be called

Brajabuli after its fusion wittAssamese.

The author (201) further adds that the acting procesAikiya natis calledohaona
which has come from the wobdhao(to imitate). Before the actual play begins, a musical
performance calleBhemaliwas presented by tligayan-BayanTheAnkiya nat bhaona
is generally performed in tidamghar(Prayer Hall). If théNamgharis small then a temporary
hall is created around it for expanded space. Right in the middle Nathgharan area
is kept clear as the ‘stag@he audience sits around this area on the.floarone side of
this clearing is th#lanikut(Sanctum Sanctorium) while on the opposite side a path is cleared
among the audience for the entry and exit of the aétdittle space is kept segregated by
a screen where the actors get ready for their performance and the necessary equipments to

be used in the drama are kept. This wastieeghari.e Green Room (p.60).

In his bookNatak: Prachin au Adhunik Prafulla Kr Nath (2001) has opined that
before the creation dnkiya natthere were several folk drama stylesasam from ancient
times.Among themDhuliya Nach Ojapali, Deodhani NachandPutola Nachmay be

mentioned. It can also be said that these indigenous dramatic forms did influence the emergence
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of Ankiya natApart fromPutola NachandOjapali, two other folk drama forms éssam

in the Goalpara area afeishan garandBhari gan.These two forms of folk drama were
popular inWestermAssam and North Bengal. In fact, the ancient folk drama forsssam,

folk drama forms of North and South India in the middle ages and Sanskrit drama—the

reflection of the union of these three can be seen iArtkiya natof Srimanta Sankaradeva

(p-2)

Mahanta (201) again says iNatakar Kathahat it is also true that although Srimanta
Sankardeva gathered sources forArikiya natmainly from the various indigenous dances
and music prevalent #sssam from ancient times, the impact of Sanskrit drama was natural
in the creations of this scholar of Sanskrit, for example, introduction &utradhay
emphasis oPurbaranga use of SanskrighlokasandNandi,and closing of the play by

Mukti-mangal Bhatimare clearly impact of Sanskrit drama (p.63).

Vatsyayan (1996) opines that in various parts of Indigerdifit types of indigenous
popular dramatic mediums flourished liKekshagaar{Karnataka)Kathakali (Kerala),
TerukutuandBhagavad MelgTamilnadu) Bhavai(Gujrat),Lalita (Maharashtra)Raslila
(U.P),Ramlila Rajasthan) andatra (Bengal). There are some similarities betwahkiya
natand these indigenous drama, but this is probably because all these dramatic styles were
impacted upon by Sanskrit drama and the prominence of religion in medieval. &aiety
having said this, we cannot deny that because Sankaradeva, dutiigghystra (religious
sojourr) had visited various places across India and witnessed different dramatic forms

prevalent, it is not unlikely that at least some of the dramatic forms did leave an impression

22



upon him. The elements drawn from the folk form of music, dance and drama not only
broadened the range of appeal but gankiya natits unmistakabldssamese character
Among the folk forms that influenced him the most vi@japali- a fascinating form combining
elements of balladrglance and dramBhuliya nach a form of group singing and dancing,
Bhaoriyaballadry andPutola nachthe traditional marionette theatreAdsam. It required

a rare sensitivity to mould all these diverse elements and influences into a powerful dramatic

alloy, which Sankaradev possessed (pp.95-99).

In his bookAnkiya BhaonaGoswami (2000) has stated that a fact known to one and
all is that the art of drama is art. Like other art forms, it too, cannot be a neutral matter
in the journey of human life. Every art is deeply connected with the cultural identity of nation
or race. Judged from this angle, we can say that the art of drama has been the signature of

human history (p.1)

In Asamat Navajagaran:Ana Asamiyar Bhumilarpujari (1987) writes, that
although it is dfficult to establish since when and hyatra became popular ikssam, a look
into the cultural history ohssam shows that it was with the coming in of the British rule in
Assam thajatra began to spread its influence h&kéth the British came intBssam a flow
of people from different parts of India, particularly Bengal. The main reason behind this was,
the educated Bengalis, as the helpers of the British rulers understood their administrative
workings. Moreoverat this very point of time, the British had startedTiéa Industry in
Assam, where they required people who knew English. Therefore, the British preferred the

Bengalis. Naturallythe Bengalis who came to reside her&ssam brought their culture with
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them. During various festivals like Durga Puja and Kali Puja and sometimes just for the sake
of their entertainment, these people organized and ineaiiedparties, which at that point

of time was gaining a new leash of life and popularity in Bengal (p.33).

Bharali (1984) irAsomiya Lokanatya Parampaleas opined that though this folk
theatre was recognized as popular drama of the masses of BeAgagnmalso, we have
information that there was a kind of folk drama caljatta (p.68)

Richmond(1990) in ‘Characteristics of Modé&rheatre’in Indian Theate Traditions of
Performancdias writtenT he Kalanilaya/istavision Dramascope Companylofvandrum,

Kerala founded in the 19%by Kalanilaya Krishna Nair spends most of its time on the road
travelling about the state. The group rents or leases a plot of land on the outskirts of a large town
or city and erects a large temporary theatre of thatch and bamboo, seating around a thousand
peopleA manager travels with a company of paid actors and backstage artists, arranging food
and living accommodations andjanizing the schedules of about seventy-five individaals.
repertory of plays is produced and when the audiences begin to dwindle and the income lessens,
the company moves owWages are paid according to the grade and level of the actors and
technicians. Because the company tours regularly and produces plays nearly everyday of the

week, the people involved cannot engage in other employment.

Similarly, The Kerala PeoplsArt Company(KRAC) and Kalidasa Kalakendra, two
major Communist commercial theatre groups in Kerela begin the touring from September in
modern vans, on top of which scenery is stored, performing primarily in the Malayalam speaking

regions of India.
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Another such example cited by Richmond is Manadationall heatre of Madras,
one of the best-organized and slickest commercial operations anywhere in urban India. It tours
from theatre to theatre within the city and also on the road and is flexible enough to make use of

a variety of theatre facilities and adapt to the most challenging conditions. (pp.392-393)

In his unpublished thesBrama of the Mobile ThearofAssamTalukdar (2003)
says, the basic subject of the egaltyas were religious, mainlyKrishnaleela the merry
making of Lord Krishna, but by the f18entury this trend began to change. Calcutta, around
this became a commercial hub and there emerged a class of rich people who had abundant
leisure in their hands. These people began to patronifrdnéroupes and organize shows
for their own entertainment. Consequeyjtjra lost its original objective of religious and

spiritual preaching and became a tool for entertainment (p.16).

Deka (2009) writes, it was between 1860-1865 tlj@tra troupe under the leadership
of SriTithiram Bayan was formed in Barpeta following the Bengal médéhe same time
Sri Manohari Das and Sri Haricharan Bayan also formed two sepatratéroupes in
BarpetaAgain, Ambikagiri Rai Choudhury forme8anatanSangeet SamdjL911) and
Dakkhinhatir Jatra Daln Barpeta itself. Here, the Sutradhar fapt®andhiya family and
Galiyahati Bayan family were thgatra performers. Brajanath Sarma, the legendary
revolutionary artist starteflila Kalika Opera Partyn 1912 andGanakgari Opera party
in 1928. It was in 1933 that Sarma inaugurated co-actiAgsam, which was indeed a
historical achievement that enshrined his name forever in golden letters in the cultural history

of Assam ( pp.90-91).
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Once this trenaf jatra came in, variougatra troupes began to mushroom in
Assam, particularlylower Assam And very soorjatra became a part and parcel of the
cultural arena. No function or festival was complete withgatra. In the Bajali area
of Barpeta alone, thatradalsthat came up wermhogiram Kakots Bhaluki Jatradal
(1888), Bamunkusi Jatrada(1908), Pathsala Thea# party(Santoram Choudhyy
(1910),Gobindapur Jatradal1923),Napara Opera-Bamunkugl930),Madhya Bajali

Opera(1930),Bogriguri Jatradal(1953),Bagna Jatrada(1954) et al.

Kalita (2011) in his bookBhramyaman Theagrar Itihas,\0l.I has written, the first
step fromatra to mobile theatre was taken by .Nhadananda Lahkdt was in 1959 that
this talented actor formed Nataraj Opera- a mogra troupe. This troupe performed
right up to Golaghat in uppAssam and was particularly popular in the tea gardens. Gradually
in the changing social scenario the neo-city dwellers began to lose connectiatravahd
the need for a new form of entertainment was felt. Moretweneed for commercial profit
in order to give employment to the artists was alsoTalis, Mt Achyut Lahkay brother
of Mr. Sadananda Lahkar wanted to reshape Naigraja. He wanted the art of acting to
sustain the artists by providing them year long employment. Prior to thjafrth&oupes
performed one or two times on invitations and sat idle for the rest of thdtyeas with
the dual intent of providing financial security to the artists as well as moderniziadyéhe

form that the first mobile theatdlatarajTheatre, was born in 1963 (pp.18-19).

It was to be a theatre in every sense of the term, the only difference being this entire

set up of hall, stage, lights, generasmund- system, musical instruments, utensils, bedding
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and other accessories would be mobile. Instead of the people coming to the theatre, the

theatre would now go to the people.

From the time wheMahapurushSrimanta Sankaradeva creafetkiya Nat to the
present experiments in the areAasamese theatre has traversed a long time of about six
centuriesAnd in these six centuridsssamese theatre has gone through a lot of highs and
lows afected naturally by the changing political, socio-economic and cultural atmogphere.
huge collection of books have been written on the traditional as well as rAeadamese
theatre ilAssam. Right from MAtul Chandra HazarikaManchalekhaMr. Harishchandra
Bhattacharya Asomiya Natyo Sahityor Jilingoand The Origin and Development of
the Assamese Drama and The&a@@: Mr.Dhiren Sarma& AsomorNatyo Subasand
Brajanath SarmaMr.Satya Prasad BarsaNatak Aru Abhinoy Prosongo Mr.Sailen
Bharali's Natak Asomiya Lukonatyo PomporaandNatyaKala:Desi au Bidesj Mr.
Poona Mahanta’Natak au NatyakarandNatokor Kotha Mr.Pradip Hazarika Natyo
SamikkhyaMr.Jagadish PatgigNatya Kala Dese Des@{r.Prafulla Kumar Natls' Natak
Prachin au Adhunik Mr.Satyendranath SarnsaAsomiya Natyo Sahitydvir.Nabin
Chandra Sarma’Asomor LukonatMr. Alex Figo’s (transcriptionBhramyaman Theagr
Achyut Lahkais Autobiography;Mr.Purandar Patgiri and Mxlex Figo’s Long Mach-
Biography of Ratan LahkaMr.Atul Mazumdats Ei Jatra Joi Jatraand Bhramyaman
Theate: Protyasa,Prapti an Aprapti, to Mr. Kishore Kumar Kalitss Bhramyaman

Theateor Itihas \6l.1, which has been initiated by thé Assam MobileTheatre Producers
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Association (AAMTR), is an exhaustive list. Inspired from these writings, research scholars
have also ventured into the field of mobile theatkdew completed Research works on the
subject include- (i)Drama of the Mobile Theadr of Assam Mr. BhupenTalukdar
Department oAssamese, Gauhati UniversiB003. (i)Mobile Theate d Assam and its
Impact on the Socio-Cultural Lifé& study in Noth Kamiup Area by Kaushik Kumar
Deka, Department of Folklore, Gauhati Univers@09. (iii) Managerial & Economic
Aspects of Mobile TheatiEstablishment gkssam Ms. Mousumi Devi, Department of

Commerce, Gauhati Universi016,etc.

Mention may also be made of the Bhabendranath Saditcle Bhramyaman:The
Travelling theate of Assam,published in the Seagullheatre Quarterly (Issue
no.11).Septembet996.A Junior Fellowship (2006-2009) project from the Ministry of
Culture,Gol was done by Ms. Ruby Barua on the t@sthetics in Mobile thear
Drama.Mr.Merajur Rahman Barua had also availed a Fellowship KMaiiis, a culture
body in Mumbai and made a 59 minute documentary on the posters of mobile theatres of

Assam titledPageant in Painted Scenas 2008.

1.3 The Locale

The intended study will be conductedAissam, situated in the tropical latitudg3

N and28°0 N and longitude89’5 E and96°1 E. Medhi (2008) writes-

Assam is an ancient land and it has a thought provoking histahe

epic period the land was referred to as Pragjyotishpura,land of the
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eastern lights, and in thiuranaandTantra periods it acquired the
name ‘Kamrupa’, where the god Kamadeva regained his form. The
nameAssam is an anglicizédrmation of the Sanskrit terasama,

which means unparallel or peerless (p.91)

Among all the states of the North East Indiasam is the most populous state and
mobile theatre,other than the Barak valley is a popular medium of entertainment across the
state A little detail about the place where mobile theatre originated in its cavatdr
(form) has, therefore, been sketched. It was in the first part of thee2€ury the British
were planning expansion of the railway in the North bank of the Brahmaputra, covered
densely withSal (shoea 1obustg, teak and various other tre@snidst this forest one could
find one or two remote villages. The Bajali area, inundated by the Pahumara and kaldia rivers,
was a fertile belt from where the production of grains, areca nut and betErieafkind
of indigenous cloth prepared from the yarns extracted frofRhillasimia ricinii cocoon,

and Bhutan- produced oranges were exported to various places.

Prior to 1909, the town of Pathsala was known as ‘Souka-Panisala’. The origin of this
can be traced to th€houdhuy \amsavali’,the geneology of the Choudhuries, of the
Bajali area. It was in the reign of the Koch king Naranarayana, that Purushottama Choudhury
established Souka-Panisala where many of his successors enjoyed the status of Choudhury
the landlord of an area. There is no doubt that the name ‘Panisala’ came from the tank dug

during the time of the same Koch king.
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Renowned litterateur and dramatist of Pathsala, Late Munindranath Sarma (1987) in

an essayAitihasik Patabhumit Pathsalarote thus, about the name Pathsala,

The name ‘Pathsala’ is old. In a copper plate recording the land grant
by Swargadeo Gaurinath Singha in 1709, it is mentioned that on the
North bank of the Pumara river is a village called Pathsala. That
village is still there and the western side of todays Pathsala town falls
within that very Pathsala village. Pathsala is situated between the
railway track and the Nortfirunk Road. Many people say that the
name Pathsala has been derived from Panisala but this is baseless.
Apart from the rhyming of the two names there is no connection

betwea them. (p.25)

There are others who opine that the name Pathsala has come from ‘Natiiakiga’.
Probably during the King'reign there used to be a traditional lower prinhang and in due

course of time the place came to be known as Pathsala.

In the first decade of the current cenfuhe British Government constructed the
railway track followed subsequently by the rail statddnd for whatever reasons the rall
station was named Pathsala station. Gradualiyly oganizations which came up adopted
the same identityShops and other business establishments cropped up and at one point of
time the entire market came to be called Pathsala market and the name Souka-Panisala faded

into oblivion.
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Two incidents impacted the adoption of the name Pathsala for tHsihigiwn. The
first was, on 10 January 1909 when the ‘Pathsala Midt#enacular Schoolas established
and the name Pathsala was used for the first time. It was only natural that the person who
established this school, Ladenritlal Choudhury wanted to immortalize the name of his
birthplace As mentioned by Dutta(2002), the second was the construction of the railway
station when the Eastern Bengal Railway started the process of expansion of the railway track
in the North bank of the Brahmaputra (p.15). Though there is no concrete evidence as to

which came up first, the local people claim that the railway station was constructed earlier .

It was in this mubsil town of westeri\ssam that a cultural revolution began in the
same year 1909, when 8antaram Choudhury established the ‘Pati&aatre Party’. It
was due to his &rts that the ‘Pathsala Natyamandire. the local theatre hall, was born
in 1924. Pathsala became the centraivh and modern drama and it was here in 1963,
NatarajTheatre, the first mobile theatre A$sam was created. Mkchyut Lahkay the
person who created Nataraj Theatre, dreamt of a travelling auditorium with a proscenium
stage, i.e, a mobile set in equal share of credit for the birth of Nataragpatre is due
to Mr. Achyut Lahkatrs brother MrSadananda Lahkar because it was he who had established
Nataraj Opera Partg modernpatra party in 1959. MrAchyut Lahkar improvised upon his

brothets concept thus creating Nataf&jeatre.

Kalita (2013) states, there were certain cultural factors which contributed to the birth
of mobile theatre in Pathsala. From the later part of thed8tury to the first part of the

20" century Bajali, a place near Pathsala, saw the formation of s¢ategbarties in many
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villages namely Bhagiram KakaBhaluki Jatra Dal1888),Bamunkuchi Jatra Dg[1909),
Gobindapur Jatra Da(1923),Sri Sri Sankaradeva Opefd930),Bamunkuchi Napara
Opera(1930),Madhya Bajali Operg1930),Bagariguri Jatra Dal(1953),BagnaJatra

Dal (1954), etcApart from the rise of thesatra parties, the person who created an
atmosphere for performance and progress of drama in Pathsala.@astdtam Choudhury

As mentioned earliewith the establishment of the Pathdd&tyamandir the path became
smooth for amateur drama. In May 1940 was formed the Bajali Progressive Block, which
later on came to be known as Pragati Sareyhdiit came forward to play an important role

in the development of dramatics in Pathsala. In the later years various amateur drama groups
in Pathsala could utilize this stage for their experiments. The Pathsala Sahitya Sabha established

in 1962 also played an important role in the practice and progress of dramatics (p.5).

Sarma (1995) writesjpathe evening of'2October 1963 the inaugural drama of Nataraj
Theatre wadir.Phani Sarma’Bhogjara Mr.BishnuRabhapne of the most revered names
in the cultural scenario éissam, is said to have commented thus ongheepf Mr.Achyut

Lahkar

A huge tent which will hold a stage and an auditorium with a capacity
to seat a thousand people, two dynamo engines which will light the
entire set up, six microphones that will amplify the slightest whisper
tape recorder which will help create special scehéscurious afair.

No one has ever dreamt of making theatre so techno-savvy in India. If
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this fantasy oAchyut Lahkar becomes a realithen the history of

theatre inAssam will add a new chapter inked in g¢td100).

Raichoudhury (2010) writes, in 1967, MemakantaTalukdar produced the
Mancharupd heatre in Pathsala with MGhandra Choudhury as diregtand renowned
actordirectoracademic, MDharanidhar Deba Goswami. Pathsala saw the bidlsah
Star Theatre in 1970 which created quite a stir with drama presentatioiaiedi,
Kalankini, Subhajatra, Hitleetc. In 1973 Pathsala witnessed34dananda Lahkar creating
Nataraj Silpi Niketan which later took the naméaddhanal heatreThis theatre party won
theAll India CriticsAssociation (AICA) award in 1981 at the National level. In 1976, two
friends, writeractor MrRatan Lahkarand experienced lighting artist Mrishna Roy created
one of the most successful theatre till date, Kohinoor Theatre. Then In 1980, Pathsala got
another gift in the form dibahanTheatre which was produced individually by. Mrishna
Roy. Dr. Bhabendranath Saikia, renowned litterateur and film-mbkeame an integral part
of AbahanTheatre and gave some of the best dramas of mobile theatdari&sbhumi,
Nilakantha, Satabdi, Dinabandhetc. In 1982, another mobile theatre which was born in
Pathsala wagnirbanTheatre. In this wayn the later years also this town was the birthplace
of many other theatres like, Upasana and Chitral€kkatre (Producer : MRajani Patgiri),

Kumar IndrajeeTheatre (Producer : MKankeswar Kalita and Mdogen kalita), Natasurjya
Bishnu-JyotiTheatre (Producer : MKalpa Kakoti), PallabTheatre (Producer : MGopesh
Talukdar), etc. Of course most of these theatres could not survive the test of time (pp.357-

358).
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Patgiri(1995)writes, few other reasons contributed to this region emerging as the centre
of mobile theatre. The firdbeing the impact of the theatre movement in Bengal because of
geographical proximityreligious Bhakti movement)reasonsand connection through
transportationThough the Neo-aishnavite movement of Sankaradeva had a strong impact in
Barpeta, it could not make much inroads from Pathsala to Nalsaai result th&atriya
culture includingohaonatheone act vaishnavite playas not practiced much in this area. One
can clearly see that because of this, the mobile theatre has had a huge influerjeg®f the
of Bengal as against thdaaonawhich is almost non-existerithe The seconfhctor was,
in the freedom movemerthe role of Bajali in Pathsala and Barnagar in Sarbhog was glorious,
and the direct impact of the patriotic presentations on the stages of Bengal, to rouse the
patriotism of the common man throyghva plays like Mukunda DadNildarpanandNabanna

were clearly felt in these two arg@p.166-170)

1.4 Objectives of the fudy
This endeavour tries to examine the :
() history and evolution of mobile theatreAssam;
()  composition of present day mobile theatre (man, material and life);
(i) role and status of the actors, musicians,workers,etc.,in the mobile theatre;
(v) look into the position oMJomen in the arena of mobile theatre;

(v) mobile theatre as a source of entertainment;
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(viy place of mobile theatre in social, cultural and economic areressam;

(vi) problems and prospects of the mobile theatre.

1.5 Research Questions

Keeping in mind the objectives mentioned above, this research work has attempted to

explore the following research questions-

()  Hasthe commitment to the original idea of social responsibility combined with bussiness

been sidelined, and is todaobile theatre is only about bussiness?

() Isthe negative trend ofass difference within the mobile theatre is increading

(i) Is mobile theatre still a male domain where women have been, and still are, invisible

as decision makers ?

(iv) What has been the impact of mobile theatre on the socidtyral field and economy

of Assam?

(v) What are the future prospects of mobile theatre?

1.6 Methodology
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It has been already stated that the birth place of mobile theatre is PatAsaknafand
therefore, the basic data for the intended study have been collected from Pathes#tethe
Snowball Methodmobile theatrénas becoma prime source of entertainmenfgsam, both
in rural and urban areadnd as suchrequired data has also been collected froferdint
places oAssam. Both qualitative and quantitative data have been used in théstueyy
as well assecondary data have been used in this samy the secondary data has been
collected from books, journals, newspapers, leaflets, etc. The collected data has been
systematically arranged, analyzed and interpreted and meticulously placed in the six chapters of

the thesis.Théools ofdata collegbn has beetthrough

1. Qbservation This tool was employed to observe overall life in the mobile theatre
camp including rehearsals of the plays, presentation of plays in various venues, what goes on

in the auditorium(tent), green room, ticket counters, etc.

2. Interview: Various subjects were chosen for interview based on their association,
experience and expertise in their own field in connection with mobile theatre.(a) Producers,
(b) Directors, (c) Playwrights, (&ctors, () Musicians and Singers, (f) DancersTé¢ghnicians

(Light and Sound), (h) Manual workers, (i) Mobile theatre lovergugiences, etc.

3. Collection of text: This included searching for the drama text and annual Souvenirs
of the various mobile theatre groups, original documents like letters, contracts, tickets, invitation

cards, etc.
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4. Photographs: Still pictures comprise an important part of documentation and as such,

collection of photographs has been done.

5. Informal chattingApart from formal interviews, informal chatting with people who

had significant knowledge to share on the subject also helped a lot in collecting information.

The Field Study was intended to get a first-hand experience of a mobile theatre.
Spending time within the mobile theatre camps gave this scholar valuable feedback about life
in mobile theatre, not available in any boAkogether around 40 people from within and
without mobile theatres was interviewed. This sample size was convenient to handle and care
was taken while selecting the interviewee to take into account their experience, work profile,

age and sex.

1.7 Method of DataAnalysis

For the data analysis of this research work,

1.Strenght(S)

2.Weakness(W)

3.0pportunity(O)

4. Threat (T)
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SWOT framework has been chosen. Though it is true that this method of data analysis
is usually used in the Management selstdrsince there is no hard and fast rule that a SWOT
analysis cannot be used elsewhere, it was interesting to look into mobile theatre through the
SWOT prism. The inspiration to use the SWOT framework for data analysis was derived
from the unpublished thesis of Mrinal Jyoti Goswa®amaj ¥stavad an Mancharitir
Alokot Sampratikdsamiya Natak : EtAdhyayan (1967-200Faculty OfArts,Gauhati
University (2015). Inspite of various criticism and negative feediiaakit has had to
digest,mobile theatre is still going strong in the state.Therefore, its various dimensions have
been placed on the SWOT framework to analyse and interpret the data collected. It must

be admitted that the same data, could have been analysed using other methods as well.

1.8 Limitation of the Sudy

It must be humbly accepted by the research scholar that this work is not and end in
itself. Mobile theatre oAssam and its history of over fifty years is a vast topic. In its
continuous journeyscores of mobile theatre groups could not survive and disappeared, while
at the same time new groups are appearing every otheltygaery dificult to even state
the exact number of mobile theatre group&ssam at this moment. Moreoy#érousands
of people are directly and indirectly involved and connected with mobile th8atrgsidy
about all these in one research work is quite not possible. That is why an amalgative data
collection, touching upon as many dimension as possible, from both established as well as
newly formedmobile theatres, has been done for this stQdye major inconvenience that

was felt during the process of this study was the lack of any preservation efforts by the mobile
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theatre groups themselves. Old original documents, photographs, manuscripts, souvenirs, etc.,
hardly anything can be foundery few people could give information with any authority
Another difficulty faced was, mobile theatre being a commercial venture, the producers are
more than reluctant to share authentic profit-loss data. Other than that, going to the remote
areas to study the audience pattern and behaviour was also a limitation. Many times the
weather also created havoc, particulary in the rainy season, in conducting fieltt stugy

be admitted that there is a lack of books on mobile theatkesaim A lot of effort was

needed to search out information from newspapers, magazines and journals. Inspite of the
above mentioned hurdles, an attempt has been made to put forth a reasech work, which will
attract and encourage future scholars to explore the unexplored dimensions of the mobile

theatre ofAssam.

1.9 Scheme of Chapterization

This work titledDimensions of MobileTheatre of Assamhas been taken up to
explore the various dimensions of mobile thearparticular subject can be studied and
analyzed by different people from diverse angles. The research scholar hopes that this work,
when completed, will be a valuable addition with new inputs to the work already completed

in this particular field. The entire subject matter has been presented in six chapters :

B The F Chapter is thelhtroduction’ where the scholar attempts to introduce the
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subject, and establish the relevance of the stegliew connected literature, present

the the locale taken, chalk out the objectives of the research work, design the hypoth-
eses sought to verijfgxplain the methodology and tools of data collection adopted,
justify the method of data analysis, explain the limitation of the studipresent the

chapters designed.

The 29 Chapter has been titleEmergence and Evolution of Mobile theatre in
Assam’. Here the scholar has tried to trace the story of mdven and from where

the mobile theatre evolved, till its present statudssam.

The 3¢ Chapter titled Sructur e, Techniques and Management of Mobil&he-
atre’ attempts to reveal the inside story of the mobile theatre right from its physical
attributes to the economics, passion, emotion and extreme hard work connected with

it.

The 4" Chapter has been titleBroblems and prospects of Mobile Theatrewhere
the idea is to understand the various difficulties and problems that mobile theatre has
been facing since its inception, its survival against all odds and also to focus on the

prospects it holds.

The 3" Chapterimpact of Mobile Theatre on theAssamese Society and Culter
dwells upon the impact of this most popular medium of entertainmA&ssam. Has
this impact been positive or negative? Has the impact been strong enough? Could it

have played better and different role?

The &' and final ChaptefSummary arg)Conclusion’,summarizes the entire discussion
in the previous five chapters and then puts forth the conclusions and suggestions that

the scholar reached upon while pursuing the research work.



CHAPTER I

EMERGENCE AND EVOLUTION OF
MOBILE THEATRE IN ASSAM

Thejatra groups that acquired great popularity in Bengal found their waAgsam
with the coming in of the Bengdlabuswho were employed by the British administration.
Localjatra groups, modeled upon the Bengali visifiaiga groups, began to emerggarma
(1962) mentions three points about hata took the form of drama: at the first level, the
basic meaning of the word was to travel from one place to the other particularly on a special
occasion or festival, for exampRasajatra, Rathajatraetc. In such group travels, different
kinds of entertainment and acting was done to help the travelers relax and\ethey
second level, it means festivity and here, the travel per se is not impatrthetthird level,
jatra came to mean drama or acting. Generalliestivals some kind of dramatic performance

was organized (p.123).
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Nowadays, in festivals like Durga puja, etc., play/theatre presentation has become an
integral part of the festivities. Similaylgenturies earlier too, such performances were probably
a special part of the festivalés that happened, the meaningaifa also became concise
and primarily stood for drama or dramatic performaAceording to Bannerjee (1989), the
term itself denotes literally a travel, a journey or the start of a jouooethe etymological
meaning is unknown. It is said to originate from the rituals of songs and dances which formed

part of the religious festivals in villages (p.103).

2.1 AssameselJatra Groups Emerge

Bezbarua (1968) writes, pioneer among these is said to have been the group of
Mr.Tithiram Bayan of Barpeta who, with the patronage of Glwbindaram Choudhury
organized gatra group, and travelled as far as uppesam (pl19). Hazarika(1967)
coroborates, thigtra group oganized by MrTithiram Bayan in around 1860-65 had.Mr
Gobindaram Das Choudhugn advocate, as its supporter who wrote two plays in Bengali,
Ram-banabashndRadhikarManbhanjan Bayans group conquered not only the Barpeta
region but went on a voyage up the Brahmaputra and reaching Siyasag@erAssam,
won the hearts of the people there as well. Bayan is said to have been an expert violinist
(pp.250-251). Bhattacharya (1964) also writes on the same lines, around the same time
between 1860-65, jatra party was formed under the patronage of Midev Sarma in
Murkuchi village in then Kamrup. Similatlpetween 1870-1900, twhkssamese brothers,

Katiya andAhina, hailing from the Kamakhya hills formeghira troupe and began to exhibit
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some performances here and there. Likewise,®&iga Ustad and Mt Radha Satola

performed manuscript dramas translated from Bengali (p.70).

Though at first thgatra troupesperformed only Bengali drama, latdssamese
translations were done and after that orighsslamese plays found place on the stage. In this
regard the role played by Mxmbikagiri Raichoudhurywho was a poet, radical thinker and
nationalist, to wipe out the trend of performing Bengali dramas or in Bengali in the Barpeta
region needs special mention. It was he who first wrotAskamese playayadratha-badh
and performed it on stage in 1910 thus rooting out the tradition of B@igaperformance
in Assam. In the preface of the pldgyadrath-badhAmbikagiri Raichoudhury (Q.I

Hazarika,1967) wrote thus-

The Assamesggiteenat (musical drama )Jayadratha-badhwas
hailed everywhere. The public began to sing praises in my name as
well. From that day onwards performing Bengatra in Barpeta
began to wane.....four months later | completed andthsamese

play Bhaktagaurav...both dramas were equally popular and led to
wiping out of the Bengali dramas not only in Barpeta,Azgam.
These two dramas were performed in the sessigksaofiAssociation
andAssam Sahitya Sabha, @arpuja, Laksmi puja, Saraswati puja,

as well as in weddings, etc., in Barpeta, Dhubri, Gauhati, Dibrugarh,
Doom dooma, BijniTihu, Jania, Senga, Nalbari, etc., for the next 20

years till 1930p.266).
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This was the beginning of a new chapter in the histoAssémese dramatiche
Assamesgatra troupes performed mythological and historical dramas and this led to the
creation of originalAssamese plays lik€urushottama, Maya Nari, Debala Debi,
Prayachitta, NagakunwarMadan-Basanta, Nal-Damyanti, Harischandra, Sri
Ramchandra, Kalapahgetc Unfortunately lack of proper preservation led to the manuscripts
as well as the names of many playwrights being lost with time. This had indeed been a huge

contribution toAssamese dramatic literature.

2.2 Contribution of Brajanath Sarma-The Revolutionary Artist

A personality whose name shines apart in the history of theétseam is none other
than the legendary Brajanath Sarma. He was the pioneer who established professional theatre
in Assam. His greatest revolutionary contribution to the field of theatkesam was the
initiation of co-acting in 1933 in a society where the space of women was within the confines
of the houseA letter written in reply to the queries of renowned litterateuAtdr Chandra
Hazarika on 31st October 1957 is a valuable source about this artist who challenged everything

that stood on his patfihis letter has been incorporateddppendix-I11.

The life of Brajanath Sarma itself was no less than fiction. His love for theatre and his
zeal to do something nehis courage to defy society and its norms, his patriotism and his
indomitable spirit, all combined to make him a legend in the histdxgsamese stage. In his

own words (Q.l Sarma,1990)
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There are many talented artists spread out across the villages and
cities, hills and vales, nooks and corner8sgam. My only aim is to
search out these talents who will wilt untimely due to the want of
opportunity embrace them into my Kohinoor Opera Party and give
them a scope to develop their latent potentiality and show them a path

to earn a livelihood through the practicefof and cultureg(p.32).

Sarma (1990) further mentions, sixty years after®arat Chandra Ghose, a theatre
enthusiast and ganizer in the dramatic circle of Bengal in the 19th centing, on the
advice of Mr Michael Madhusudan Duitta, the popular 19th century Bengali poet and dramatist,
had introduced co-acting in Bengal by bringing three ladies, viz., Ms.JagatatBiokeshi
and Ms. Shyamasundari on stage, Bhajanath Sarma took this revolutionary step that
etched his name in golden letters forever in the histohgsdmese drama (pp.43-45his
was certainly not an overnight achievement, and3drma had to work hard for more than
three years to make his dream successful. His initial attempt to rope in two temple dancers
(Devadasi)yrom the Parihareshwar temple in Doobi near Pathsala, viz., Savitri and Sajani

had failed.The days rolled by and MBrajanath Sarma’search went on.

Sarma (1990) further narrates, how finadifter a lot of hard work, from Puranigudam,
in Nagaon district of centrédlssam, was found Ms. Sarbeswari Das and Ms.Golapi Das,
from Samuguri in Ngaonwas found Ms. Phuleswari Ddsym Jorhat in uppekssamwas
foundMs.Sailabala Devifrom North GauhatcameMs. Labanya Dasand from Nazira in

Sivasagar in uppéssamMs. Binoda Gogoi. Considering the plight of education, particularly
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for females, it was not surprising that these girls had not seen beyond primary school, though
it is said MsSailabala had completed MiddlernaculaiMV) schooling.As such, it was not
possible to present them on stage immedidtddy of stage, diction, pronunciation, etc., training

had to be given before they were redgigjanath Sarma himself tutored them in all these
aspectsAt last, in November 193Bloran Jiyoriwas staged which inaugurated co-acting in

the history oAssamese stagp{44-45).

The backlash of this daring endeavour was not surpridiaganath Sarmexpresed

the bitter experience thus to Mhani Sarmé&).l1 Choudhury:1983),

“You know very well how | have managed to bring out these girls to
the stage from within the interiors of a conservative patriarchal society
By introducing co-acting on stage | have suffered so much humiliation,
criticism and bitterness even my own brother and nephew deserted the
theatre partyThe newspapers have criticized that | am trying to push
the society towards destruction by inaugurating co-acting. | am
propagating evilToday they are not being able to understanding what

I am doing but one dathe people ofAssam will understand. | am not
destroying the society instead | have taken the cultutssdEm and

the drama movement fifty years ahegd.12).

Eminent gage actor Uday Bhagawhatis mentioned in his bodktrar

pora Bhramyamanolo(1987) how, a strong protest was staged
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against Brajanath Sarma and his experiment of co-acting, in

Nalbari(p.35).

Sarma (1990) mentions, this revolutionary step ofBviijanath Sarma was not without
appreciatorsAssamese intellectuals like MChandradhar Barua and Mtemchandra
Goswami encouraged and inspired him to bring about social reform through the stage. But
the societal criticism of co-acting coupled with other management problems saw the closing
down of theKohinoor Opera Pay in 1936.With that came to a standstill co-acting on the
stage of mobile theat@iwenty years later in 1957, co-acting was seen on the mobile theatre
stage for the second time when, Nlalika Das acted iisurjya Opergoroduced by Mr
Surjya Das of Rangamati in South Kamr@fter that, it was in 1960-61, that co-acting was
continued by MrPurandaifalukdar of Nityananda, near Pathsala, and since then, the trend

of co-acting has been continuing without any break (p.53).

Das (2002) writes about Brajanath Sasnalent as a dramatist and literrat@atween
1930-40 he wrote four plays Assamese meant for the stage namdpnomati, Barjita,
UrvashiandVaruna. Uwvashiwas staged in the schoolweek celebration of Gopinath Bordoloi
High School, Barpeta Road in 1958, witlarjita was performed on the stage of Kohinoor
Opera PartyOne among his several articles includatta aru Abhinoy He composed
songs also, in fact, seven such compositions of Brajanath Sarma have been found. These
songs have been incorporated in appendix Il of this stimbugh he retired from the field

of dramatics after 1936, in 1954, Sarma joined the Mairamara Chaturbhuj Opera in Howly
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Barpeta, as the director and later in 1956, joineghtreeparties of Singimari and Kerkhabari

in Goalpara (pp.77-79).

In an interview with this research schpBrajanath Sarms'daughterMs. Hiran Devi

(66 yrs) shared valuable information about her fatfeequote her

“Father was fearless man who lived life on his own terms. He was extremely hard
working and never spent an idle moment at home. He even worked in the fields with our
engaged labourers and that is why he would not allow us children to waste our time. He was
a rebel and encouraged us, daughters to take part in all public functions through dance, drama,
etc. He kept an eye on everything in the household. He was a patriot to the core of his soul”.

H.Devi (Personal Communication, Janya&th, 2018)

Ms. Devi lamented the fact that many false stories have been spread about Brajanath
Sarma by people who have not bothered to collect the right facts. She refuted that Brajanath
Sarma was financially broken and as such, had died without any medical care. Ms. Devi
recounted how they had an affluent life with huge land property that yielded more than

sufficient crops. She reminisced,

“When father had gone to Guwahati that last time, it was not for
medical reasons but for the impending case regarding our property
that had been confiscated by the Governméad, he did stér from
asthma and probably fell ill, and was admitted to the Hospital. In fact,

my Brother-in-law had gone to meet him in the Hospital. He was
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given a bed in the hospital verandah because they did not have any
vacancy and not because of lack of mof@&ymmunication in those
days was not like today and that is why we came to know about his
demise two days after his crematiémd we will never know how

and why he expired on that fateful night. He was not a serious
patient. But these stories of his penury and death in loneliness really
hurts us a lot, because it is not tryéf.Devi. Personal communication.

January 8, 2018)

Talukdar (2003) adds, there is no denying the fact that the rise and development that
mobile theatres have seen today can be largely attributed to the pioneering steps taken by
Brajanath Sarma. His Kohinoor Opera was the first completely commercial theatre group of
Assam. The very idea of establishing dramatics in a commercial way and providing payment
to the people associated led to a new age in the histétgsainese cultural arena. No
wonder many mobile theatre connoisseuiguar that it was actually Brajanath Sarma who

is the real father of mobile theatreArsam (pp.267-72)

The tables 2.1,2.2 and 2.3 given below establishes thatfacgroups were primarily
organized centering around low&ssam, particularly in undivided Kamrup and undivided

Goalpara districts but the huge popularity of this performing art took it to Appam also.
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Table : 2.1 Some of thgatra groups formed in South Kamrup

'SI. Name of the Jatra party Year of | Producer / Director

no. establishment

1 2 3 4

1. Kamakhya Jatra party 1870-90 | Katiya &Ahina

Probably
2. Palashbari Jatra party 1907 Ganeshwar Sarma with
support FromJstad
Nandiram Kalita.

3. Pranay Sanmilani Jatraparty 1913 Amritla Thakuria(Manager)
Kholjatra Natyadal 1913 Urpu Satra Raij Gairah
Khidirpukhuri jatra party 1912-1915| Basudev Goswami

(Producer)
6. Sadilapur Natya Parishad, 1915-1916
Palashbari
7. Palashbari Bandhab 1915-1916
Sanmilan Jatra Party
8. Sri Sri KaliathakurJatra Paty, 1917 Public Enterprise
Sikarahati
9. Solesala Jatra Party 1918-1919
10. | Sri Sri Chaturbhuj Jatra Party 1919 Sanjay Choudhry &
Nabin Choudhury

1. Sri Sri Chaturbhuj Jatra Pay, 1919 Sanaram Mahajan,
Kirtan Das, Uma Sarma,
Madhab Pathakt al.

12. | Gopinath Natya Parishad,Nahifa 1920 Girish Medhi (Producer)

13. | Sri Sri Chaturbhuj Jatra Party 1921 Sukhuna Das,
(Choudhurypara,Barihat) Seharam Gaonburet al.

14. | Sri Sri Chaturbhuj Jatra Party 1920 Seharam Das, Chinti
(Soru Heramdy Ustad,Maniya Manager

et al.

15. | Bhalukghata Jatra Party Boko 1923 Ustad Suryakanta Sarma

(Director)

16. | Chamaria Jatra Party 1923

17. | Jagannath Opera Dal 1925 Ustad Suryakanta Sarma
(Rampur-Amudpur) (Producer/Director)
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18. | Sri Sri Bangsigopal Jatraparty 1926 Bogaram Das
(Talukdarpara Barihat)
19. | Nowapara Jatra Party 1926
(Chaigaon, Nowapara)
20. | Shaktidas Natya Sangha 1926 Shakti Das
(Chaigaon, Nowapara)
21. | Sri Sri Burhagosain 1929 Nandiram Kalita,
Natya Parishad Gahin Ch. Das
22. | Sri Sri Chaturbhuj Jatra Party 1930 Krishnakanta Mahajan
(Bor Heramdu, Barihat)
23. | Kamrup Newsouth Opera Party Chidananda Goswami
(Khidirpukhuri Rampur) (Producer)
24. | Dakkhin Jhangkakata Natyadal 1931 Maniram Kakoty
(Alookhunda)
25. | Mathpara Sankar Jatra Party 1933 Kamalakanta Goswami
(Chaigaon)
26. | Kaliathakur Jatra Party 1936 Laksmiram Mahajan,
(Amranga) Khargeswar Dast al.
27. | Majirgaon Jatra Party 1938
28. | Dharapur Jatra Party 1940
29. | Sadilapur BandhabSanmilan 1940 Jogen Bharali
Jatra Party (play director)
30. | Uparhali Jatra Party 1941 Ramdas (play director)
31. | Naradpara Burhagosain 1944 Prabhat Sarma, Krishna
(Ashrita Jatraparty) Sarma, Manik Deka.
32. | Sarpara Jatra Party 1944
33. | Sri Sri MahalaksmiJatra Party 1944 Sanjay Choudhury
(Barihat) (Producer Director
Playwright, Lyricist)*
From this year , the
party travelled as a
complete commercial party
34. | Gowalhati Jatra Party 1944 Mamat Bhakat,
Bharat Kalita.
35. | Palli Jatra Party 1945 Gahin Ch. Das (Producer

51



(1 2 3 4
36. | Garhgarha Jatra Party 1945 Rameshwar Kumar
Soneshwar Kumar
Chandrakanta Mahanta,
et al.
37. | Jajir Jatradal 1945 Jaji Barduar Raij Gairah
38. | Kalikachyut Bhurapara Opera 1946 Bhogewar Kalita
Party (Bhagawatipara) (Producer)
39. | Majkuchi Jatra Party 1947 Homeshwar Das
40. | Nahira Nabajagaran 1949 Bhabadev Goswami,
Natya Parishad Shyamdev Goswami
(Producer)
41. | Rampur Jatra Party 1950 Suren Das (Producer)
(Khidirpukhuri)
42. | Nowapara Jatra Party (Chaigaon) 1950 Hari Sarma (Producer)
43. | Karbhanga Jatra Party 1952 Paharu Boro (Producer)
(Karbhanga-Boko)
44. | Dakkhin Kamrup Kohinoor 1954 Nabin Das,
Opera (Borphulguri) Maniram Das, et al.
45. | Nahira yuvak Natya Parishad 1955 Bhabadev Goswami
(Nahira) (Producer)
46. | Sujanpara Jatra Party (Sujanpara)l 1955 Shiba Kalita (Producer)
47. | Kukuriya Jatra Party (Kukuriya) 1956 Public Enterprise
48. | Kendurtala Jatra Party 1956
49. | Dharapur Jatra Party 1956
50. | Champak Natya Parishad 1956 Public Enterprise
(Chaigaon)
51. | Surjya Opera (Rangamati) 1957 Surjyamali (Producer)
52. | Bangsigopal Jatradal 1958 Jatia Raij Gairah
(Bamunpara)
53. | Hakrapara Jatra Party 1960 Bhudev Sarma
54. | Palli Jatra Party(Palli) 1960 Madan Mahanta
55. | Batarhat BandhabSanmilon 1960 Naramohan Goswami
Natya Samiti Batarhat
56. | Kukurmara Jelijun Jatraparty 1963 Hiren Bora
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57. | Samabai Natya Parishad 1963 Rajani Kalita,
(Amranga) Umesh Daset al.

58. | Barhihat Jatradal 1967 Dharmeswar Das

(Manager)

59. | Chitrajyoti Natya Parishad 1967 Bhubanewar Sarma,
(Dakhla) Prabhat Sarma (Producef

60. | Natarupa Natya Parishad 1968 Dr. Haladhar Das

61. | Angipaar Jatrascope Theatre 1969 Brajen Das (Owner)

62. | Binapani Natya Parishad 1969 Rajen Das, Puspa Kalita,
(Sikarhati) Purnima Dat al.

63. | Barkuchi Jatra Party (Barkuchi) 1970

64. | Rupjyoti Natya Parishad 1970 BarkatAli (Producer)
( ManiyeriTeeniali)

65. | Sri Madhab Natya Parishad 1971 Prabhat Sarma
Bijoynagar Dak

66. | Singra Jatra Party (Singra) 1972 Khirod Nath (Producer)

67. | Rajlaksmi Natya Parishad 1975 Jagadananda Choudhury
(Rampur) (Producer)

68. | Nahira Basumilan Natya 1978 Paresh Bhagawati
Parishad, (Nahira)

69. | Sikarhati Jatra Party(Sikarhati) 1980 Naren Das (Producer)

70. | Mancharupa Natya Parishad, 1981 Azim Barua, Sultan Sheikh
Bijoynagar (Producer)

71. | Kamrup Natya Parishad 1982 Anantaram Deka
(Dakhla) (Producer)

72. | Sarpara Bhangragosain Natya 1984 Ananda Das (Producer)
Parishad

73. | Mahalaksmi Natya Parishad, 1984 Lohit Nath (Producer)
Satarapara

74. | Srikrishna Natya Parishad, 1986 Suren Das ( Producer)
Rampur

75. | Ajanta Natya Parishad 1986 Public Enterprise
(Sikarhati)

76. | Jugashree Natya Parishad 1987 Suren Mahanta (Producet
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Source Jatra party (May 29, 2015)Sadin Bisespp.1-13.

Table:2.2 Some of the Jatra grups formed in undivided Goalpara district

[SI. No| Name of the party Year Place

1 Pachania Gaon Jatradal n.k Pachania
2 Marnai Gaon Jatradal Marnai

3 Barbhita Gaon Jatradal Barbhita
4 Dubapara Baowari Jatra Paty Dubapara
5 Dakaidal Babwari Party Dakaidal
6 Dahikata Jatra Party Dahikata
7 Bhujmala Jatra Party

8. Lalabari Jatra Party Lalabari
9 Probhat Adhikari’s Jatradal 1925 Dalguma
10. Binapani Opera 1932 Duhnoi

Source: Hazarika, R. (M&y089) Aglati.. p.172

Table: 2.3 Few of thgatra groups formed in undividedKamrup district

[ SI.No Name of the group Year Place

1. Palashbari Jatradal 1903 Palashbari

2. Maruwa Jatradal 1919/1941 Maruwa, Nalbari
3. Sualkuchi Jatradal 1920 Sualkuchi

4. Gobindapur Jatradal 1923 Gobindapur

5. Piplibari Jatradal 1925/1947 Piplibari, Nalbari
6. Lakhminarayan Opera party 1927 Barkhala

7. Sri Sri Sankaradeva Opera party 1930 Bamakhata

Source : Information collected from Mxtul Mazumdar

Hazarika (1967) saysltlaoughjatra travelled to uppehssam as well, with MBhadra
Gogoi forming theAll Assam Ideal Dramatic Party in JaypNaharkatiya, in 1935 and Mr

Guru Prasad BorthakarAll Assam $ar Theatrein Sibasagar in 193@.277), its huge
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popularity in lowerAssam could not be touchékhis craze fofatra in lowerAssam can be
attributed to certain reasoiige, one jatra was free from the religious-ritualistic shackles that
boundbhaonaand it could be performed anywhere anytifiveo, jatra performances were

not confined to the serious presentatiorishaibnaand no artificial language lik&rajabuliwas

used. Three, people could draw a parallel betweefatteeand the indigenous popular
performing arts in loweissam like(cited from Sarma, 2013), (Bhuliya naasa popular

folk dance-cum-act which has been traditionally performed by many ethnic communities of
Assam. Thalhuliyagroup comprises of about 60-70 members and they perform song and
dance along with the dhol (drum) recital coupled with acrobatic acts. The style of performance
varies according to the locale, and @Qppali,a very popular semi-dramatic performing art

of Assamwhere theDja (leader) and hipali (group) narrate stories through dancing to the beat
of cymbalsOjapali is of two typesByah Ojapali(narrating tales from the two epi€&amyana
andMahabharaa) andSuknani Ojapal{narrating tales from th&hakti (mother goddess)

cult, particulaly aboutManasai.e The Srpent goddesp).6281). Four, jatra was a novel

experience for thAssamese masses and it was only natural that people were attracted to it

With the passage of tinjatra became an integral part of the cultural scenassam.
No festival or public event was complete withojatea performance. For the rich and elite,
ajatra was a must for personal celebrations like wedding, childbirth, etc. Kfith) writes,
as time went by many ngatra troupes continued to be formed in various plasegng these
were Laupara Jatradal, ihu (1931-56) Tihu Natya Samitee (1949) Murkuchi Milan

Natya Samite¢1950) Basudeb Opera P8, Ghograpar(1957-62) Chaturbhuj Opera
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Party, Howly (1955) Bogoriguri Jatradal (1953) Bagna Jatradal(1954) Amrikhuwa

Basudeb Jatra P&y, Udayan Natya GusthBathebari (1975) etc(p.18).

2.3 A New Era is Born

The gigantic leap frorjatra to mobile theatre was first initiated by popular actor Mr
Sadananda Lahkawhen he established a modgtna troupe, Nataraj Opera, in 1959 in
Pathsala. Had he not established Nataraj Opera, mobile theatre would have never been born
in Assam. Figo (2010) transcripts, the architect of this transformation wSadé&nanda
Lahkars elder brothemMMr. Achyut Lahkaywho wanted to bring in something new into the
scenario. He did not like certain aspects of opera, like, male actors enacting female roles,
delivery of dialogues through singing, wrong pronunciations, misrepresentation of social issues
in translated dramas, lack of drama based on the settidgsafese sociestc.(p.25).
Mr.Ratan Lahkai(70 yrs), producegpropreitor of Kohinoor theatre explained in his interyiew
the other reason that led to creation of mobile theater was pure commerce, because Mr
Achyut Lahkar wanted to provide financial security to the artists, technicians and workers
associated with dramatics. Tjag¢ra troupes performed only one or two dramas in a year
on invitation.This income was hardly didient for them to sustain. Moreovéhey sat idle
for the rest of the tim&o change both these scenaAatiyut Lahkar worked out such a
plan by whichjatra would be presented in a new modern way and financial security would
be provided to the artists (Lahlk&r Personal Communication. M&2, 2014)This was the
moment when Natardjheatre: the first mobile theatreAdsam was born in 1963, a unique

concept unprecedented in the history of theatre.
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Nataraj Theatre was to be ‘mobile’ in every sense of the term. Every required
paraphernalia was to be moval#lgoroscenium stage made of wooden planks that could
be set up and dismantled, an auditorium in the form of a huge tent that could sit at least
a thousand people- basically a set up that would travel all over and take theatre to the
masses instead of vice-versa. The performances presented would be modern drama and
not jatra or opera. NataraJ heatre would have its own light and sound equipments,
generator for power supplgverything necessary for music and acting, like, instruments,
costumes, make-up, ef@asarath Das, veteran singer and music director of mobile theatre
(70 yrs) narrated howhe best of artists were gathered from various parfssedm-
Director: Mr. Chandra Choudhury; Dance Director:. Malawanta Singh, MiRobin Das;

Music Director: Mr Prabhat Sarma amdr. Chanda Choudhury;SetDesign: Mr Achyut
Lahkar;Art Design:Mr.Adya Sarma; Lighting Direction : MAchyut Lahkar; Lighting
Control : Mr. Tushar Dasgupta and MRajani Das; Sound Control : MParesh Sarma
and Mr Jiten Das; Set Design : Mharbeswar Das; Publicity : Mikshay Patgiri and
Krishna RoyActors : Mr Sada Lahkamr. Chandra Choudhuyr. Dharani Barman,
Mr. Rudra ChoudhunMr. Bhola Kotoki, Mr Baldev Saikia, MrNetrakamal Barthakur
Mr. Haren Deka, MrAkshay Patgiri, MrNagen Sarma, Mditen Pal, MrPraneswar
Kakoty, Mr. Krishna RoyMr. Uday Das, MrMukul das, MrKhagen Das, et akctresses
: Ms.Anupama Devi, Ms. Banita Borthakis. Jyotsna Devi, Ms. Manijil Bordoloi, Ms.
Swarnalata Bora, et al; Playback singers .. Rajkrishna Barhoi (male) and Ms. Renu
Phukan (female)l'he plays selected for the maiden stage of Nataraj theatre wéyelMr

Chandra HazarikaTikendrajit, Mr. Uttam Baruas Jerengar Sotiand Mr Phani Sarma’

57



Bhogjara as well as the translated versiorHafider Ali. The maiderpresentation on the
evening of 2nd October 1963 wBkogjarain the courtyard of the Pathsala Harimandir
where the makeshift auditorium was set up. The atmosphere was alive with excitement

(D.Das. Personal Communication. July 09, 2014).

Figo (2010)transcrips, Mr. Achyut Lahkar used a revolving stage (trolley) in this
maiden presentation to facilitate uninterrupted performahcevolving stage basically
used two stages. While the artists performed on one, the other was readied with the
settings behind the curtaifts soon as the scene ended and the curtain dropped, the new
stage would be pushed into position and the other pushed out. The use of vehicle tyres
to support the stage created problems in the first gedras such, next year the vehicle
tyres were replaced with iron wheels. Initially the auditorium was shaped like an inverted
‘V* where the frontage had a breadth of about 40 feet while the backside expanded
between 90 t0100 feet. It was later on with experiments, that the present shape and set
up of the auditorium came about. Folding wooden chairs were used to seat the audience.
The concept of the gallery was also not there initidilwas from the Diamond Circus
of Mr. Haren Das of Bajali in Barpeta district that Mahkar picked it up, and introduced

the gallery in the third year of Nataraj Thea(pe5)

This journey of NataraJ heatre, the first mobile theater &$sam, that began in
1963, continued non-stop till 2003 for long forty years. In these forty years many mobile
theatres were born and perished, but the role played by N#taatije in the history

of mobile theatres stands out in a class apartAblryut Lahkar took Natardheatre
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outside the state to BihaiMest Bengal, Madhya Pradesh and even Nepal, but due to
the financial loss incurred in these ventures, tours outside the state had to be given up.
The path that was shown by Mchyut Lahkar has been treaded upon by many in this
half a centurylt is interesting to note that mobile theatres have never lost their commercial
value and that is the reason why new mobile theatre groups have consistently been set

up in spite of many being unsuccessful ventures. This fact can be seen in the table given

below:

Table 2.4 : List of mobile theates with the integral data

(SI. No| Year Place Name of Theater Producer
1 2 3 4 5
1 1963 | Pathasala Nataraj Achyut Lahkar
2 1964 | Chamata Suradebi Dharani Barman
3 1966 | Hajo Purbajyoti Karuna Mazumdar
4 1968 | Pathsala Mancharupa Hemkantaralukdar
5 1968 | Barpeta Rupanjoli Prangopal Das
6 1970 | Pathsala, GuwahatAsom Star Kumud Prasad Sarmg
7 1972 | Makhibaha Mukunda Atul Bhattacharya
8 1972 | Pathsala Nataraj Silpa Niketan | unknown
9 1973 | Abhayapuri Rupalim Nripen Sarma
10 1973 | Nalbari Rupkonwar Biren Kalita
12 1975 | Nitai Pukhuri Jyotirupa Golap Borgohain
13 1975 | Morowa Bhagyadebi Sarat Mazumdar
14 1976 | Pathsala Kohinoor Ratan Lahkar
15 1977 | Chamata Bishnujyoti Abala & Hiranya Barman
16 1977 | Goalpara Lakkhimi Nripen Barua,
Ratneswar Das
17 1977 | N. Guwahati Manchakonwar Prabhat Bora
18 1977 | Belsor Kalpana Jadavsen Deka
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(1 2 3 4 5
19 1978 | Nalbari Biswajyoti Haren Deka
20 1979 | Pathsala Aradhana Sadananda Lahkar
21 1980 | Pathsala Abahan Krishna Roy
22 1982 | Pathsala Anirban Subhash Choudhury
23 1982 | Guwahati Indradhanu Indreswar Bujarbarua
24 1984 | Pathsala Chitralekha Rajani Patgiri
25 1984 | Pathsala Kalpataru Dulal Talukdar
26 1984 | Panikhatiti Aparupa Mahananda Sarma
27 1984 | Chamata Apsara Jiten Sarma
28 1984 | Chamata Rangghar Robindeb Barman
29 1985 | Dibrugarh Suruj unknown
30 1985 | Patasarkuchi Indrani Harekrishna Das
31 1985 | Morioni Hengul Prasanta Hazarika
32 1985 | Chamata Moon Abala Barman
33 1986 | Pathsala Debadaxi Nagen Lahkar
34 1987 | Boniyakusi Giriraj Girin Das
35 1987 | Singra Radhikadebi Upen Kalita
36 1987 | Sarupeta Joyotu Oxomi Bipin Chetia
37 1987 | Mangaldoi Abhijan Unknown
38 1987 | Guwahati Meghdoot Kalyan Dey
39 1990 | Pathsala Natasurya Bishnujyoti | unknown
40 1991 | Moran Samannay Rohini Changmai
41 1993 | Morigaon Borluit Edhani Deka
42 1993 | Sarthebari Binapani Ramdas Barman
43 1993 | Pathsala Pallabi Gopeshralukdar
44 1993 | Hanhsora kujibali | Srimanta Sankaradeva Biswa Saikia
46 1994 | Sualkusi Monalisa Ramen Das
47 1995 | Dirak Tarangam Gunadhar Konwar
48 1995 | Makhibaha Jai Jawan Jai Kisan | Unknown
49 1995 | Guwahati Anirban Surya Mahanta, C.DekK
| 50 1995 | Borbhag Manchajyoti Trailokya Sarma
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(1 2 3 4 5
151 | 1996 | Gohpur Srimanta Sankara Tilak & Pulin Phukan
Madhab
52 1997 | Dudhnoi Meghali Somen Das
53 1997 | Nahoroni Amaltara Unknown
54 1998 | Nalbari Bordoisila Nazrul IslamUpen Deka
55 1998 | Bokota Godapani Mrigen Mohon
56 1998 | Jajori Saraighat Krishnanandd@amuli
57 1999 | Balipara Madhabadeba Naren Das
58 2000 | Dibrugarh Ma Jonaki Unknown
59 2000 | Nazira Sewali Unknown
60 2003 | Sapekhati Bhagyashree Unknown
61 2005 | Belsor Anurag Movie Unknown
62 2005 | Guwahati Rajshree Narayan Deka
63 2005 | Nalbari Sakuntala Unknown
64 2005 | Nalbari Chitalekha Unknown
65 2006 | Hatigaon Karengghar Unknown
2006 | Bagsa SandawBawdia(Bodo)| Anjana Basumatary
66 2007 | Nalbari Debraj Unknown
67 2008 | Guwahati Rajtilak Sushanta Biswa Sharma
68 2009 | Guwahati Rajmahal Unknown
69 2009 | Guwahati ltihaas Robin Neog
70 2009 | Baniyakuchi Shraddhanjali Unknown
71 2009 | Hajo Rupantar Unknown
72 2009 | Guwahati Brahmaputra Unknown
73 Cinnamora, Jorhat Purbabani Unknown
74 Morioni Pratiddhwani Unknown
75 Gohpur Dibyadhwani Unknown
76 Dibrugarh Bhadoi Unknown
77 Bokakhat Bhaskar Unknown
78 Tinsukia Samrat Unknown
79 Guwahati Pragjyotish Unknown
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(1 2 3 4
80 Diksou, Sibsagar | Panchanan
81 Lanka, Nagaon | Barnali
82 Jamuguri Panchajanya
83 Koliabor Mahabharat
84 Baihata Udaiyan
85 Dakkhinpat Nabarun
86 Arikusi Asamijyoti
87 Sapekhati Natasurya
88 Naharkatiya Srimanta
89 Bongaon;Tihu Kalpataru
90 Sarupeta Bandana
91 Morioni Tiniali Dhrubatara
92 Sonitpur Monikut
93 Agiya Chitrabon
94 Sonitpur Dibyabani
95 South Singra Nandini
96 1974 | Pathsala Sourang Manju

(1st Bodo Theater)
97 Goreswar Bordoichila
98 Sonari Binandini
99 Dibrugarh Meghdoot
100 Dibrugarh Himalaya
101 Pathsala Parihareswar
102 Dergaon Eagle
103 Pathsala Indrajeet
104 Nagaon Manchatirtha
105 Nagaon Sri Madhabadeba
106 Jorhat MaAgnigarh
107 Duliajan Swagatam
108 Jorhat Rangghar
109 Chamata Rajlakshmi
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110 Rajmukut
111 2015 | Rowta Surya Munindra Barman
112 Binapani

Source: Information collected from Mxtul Mazumdar

2.4 Love of Mobhile Theatre

Once the idea of the mobile theatre caught on it led to the mushrooming of the
same all oveAssam but definitely the majority was in low&ssamAs can be seen in
the table given above, in Pathsala alone, not less than theaters were born. Of course,
it is another story that most of these theatres, as elsewhere, could not sustain themselves.
The reasons will be discusseddhapter IV which focuses ofProblems and Prospects
of Mobile Theatre's Certain factors obviously were there, thasled to the huge
success and popularity of this medivkssam has a strong historical background as far
as performing arts is concerned. Bbhaonain upperAssam ofjatra in lowerAssam,
people were very much attracted to these performances. When mobile theatre emerged
as a new and improvexyatar (incarnation) of the earligatra, it was only natural that
people loved itAs admitted by MrAchyut Lahkay in his interview*the idea behind
mobile theatre was to take theatre to #tmmmon peoplgLahkarA. Personal
Communication, Juj\09, 2014)The social issues taken up in the dramas were such that
simple villagers could connect to the mobile theatre. Initillly major audience used to

be the village people. It was much later that the urban audience caught on, and one of
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the most important reason for this is the almost extinct state éfssemese cinema
industry In fact, the field research has shown, tqdagbile theatres are as popular in

a metro like Guwahati, as it is in the muffosil towns like Nalbari, or Chamata, that cater
to the rural populace. One cannot help but observe that this popularity today is largely
for reasons like the presence of glamour artists, Bollywood style of dange and

action, cinematic stories, technological gimmicks, and so on.

It is a complete entertainment package that seeks to cater to a widely varied
audienceAnother reason, perhaps was, when mobile theatres first came up, there were
very few cinema halls in the state and obviously majority of the village people did not
have access to an$o, when mobile theatres came to them, it was only natural that it
was a rage. People ihevillages used to save money the year round to be able to enjoy
the mobile shows. One more reason for the popularity of mobile theatre was that very
talented artists who were totally devoted to the stage were engaged. Original plays were
written by renowned playwrights keeping in mind the taste of the audience as well as the
social relevancéActors and actresses, knew the stage, how to deliver dialogues, the
modulation and voice pitch required, how to move on stage, and how to connect with
the audience. Good stories and good actors were the secret of sutttesme things
changed anthlamout artists (meaning film stars) were first introduced in mobile theatre
by Purbajyoti Theatre. This brought more popularity to mobile theatres, as the attraction
of the common people towards the stars of the silver screen was quite natural. Unfqgrtunately

the negative impact of the glamour culture has been seen on the deteriorating acting
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quality, except a fewof the so called ‘stars’, who are not trained for the stage. Previously

it was seen that actors from the stage went to the screen/Asgam, particularly in

mobile theatres, an opposite trend has set in. Untrained novices, who feature in a couple
of VCD (Video compact disc) movies, land up on the stage with practically no knowledge
about it.As mentioned earlieon stage, performance is live and unless an actor or
actress understands what live theatre acting demands, they cannot dalikercinema

or television, here one cannot fall back on retakes. The audience, too, is sensitive enough

to grasp the capacity of an actor or actress.

2.5 A Well-Coordinated Set up

The ‘season’ of the mobile theatres begin from mid-August till mid-April, a continuous
road show of full nine months. Prior to that, for about a month or more, intense rehearsals
are done in the respective camps. Light, sound, music, actors, technicians, everyone must be
in perfect sync because it is a live performance and no retakes can be given. Each camp is
situated in a campus that has an office and provide lodging for all associated with the
particular theatréd well-managed kitchen caters to the fobde earlier trend was, at the
end of a season the theatre groups announced their next sgaangs’and preparations
started accordinglfout now it is seen that the next years plans are announced much earlier
with the process of roping in artists, technicians, playwrights, and most importantly the ‘stars’,
midway of one season. Nowadays the advertisements through television, you-tube, Facebook,

etc., has also increased the competition I&ideo Compact Discs featuring the songs of
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the mobile theatres, shot in a cinematic style are also released much earlier in an elaborate

style to attract viewers.

The smooth management of the mobile theatres can be a lesson for students of
management. Ironically people who manage the theatres are no management graduates. Right
from the moment the inaugusscred ritual of a theatre group is held on an auspicious day
in July, the rehearsals begin, and so does the management responsibilities. Catering to around
a 100 people on a daily basis is not an easy task. Lodging, food, any kind of problem, not
to speak of emergencies, etc., has to be taken care of. Then, when in mid-August the
travelling starts, the entire set up has to be moved. Right from the auditorium in a gigantic tent
that can seat 1500-2000 people, the same number of chairs, wooden planks and bamboos
to set up the stage, stage settings, costumes, lights, sound equipment, music instruments, the
entire kitchen paraphernalia, bedding, etc., are loaded on 4 to 5 trucks which belong to the
theatre group, or are hired. The people travel by bus to the scheduled destination. It is
amazing that in spite of the long distance between two venues there is no break in the
schedule of the theatre group. This is because most of the established theatre groups own two
sets of stage-auditorium settings which can be sent off earlier for the required preparations.

The others fix up dates keeping all logistics in mind. Everything runs on clockwork precision.

As written by Paul (2013), when producer. Ratan Lahkas KohinoorTheatre was
invited by the National School of Drama (NSD), New Delhi, in 2010 to stage plays in the

Indira Gandhi National Centre férts (IGNCA), New Delhi, Ms.Anuradha Kaptuhen
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Director of NSD, was overwhelmed by the kind of discipline and management that the people

working in mobile theatres étssam follow (p.24).

To quote from MiLahkars interview ad verbatim, “She stated before the media, a
crew of 150 members travel all the way frAssam in six trucks and has the record of setting
a dual stage measuring 60 feet in five hours.That is incredible! Ms. Kapur also mentioned that
NSD had plans to interact with tAesamese actors to learn the tactics of running the whole
scene and, they were trying to archive and document the plays for reference material. The
three plays Kohinoor theatre presented wé&smat Jar Heral Sima, O, Moi Munnai

KoisuandSitorey Semeka RatiLahkar.R. Personal Communication, 22/05/2014).

2.6 The Inviting or Organizing Committee

Mobile theatres perform all ov&ssam on the invitations receivekhe inviting
or organizing committees that invite mobile theatres are usually local socio-cultural
organizations and clubs or during Durga and Kali puja, the puja committees of an area,
etc. The purpose behind inviting the theatre groups, apart from entertainment, is to fulfill
some social requirement of the area like establishment of schools, coNageghars
i.e. Vaishnavite community prayer hall, cultural or sports club,Tétere are numerous
such examples of how funds generated through mobile theatre shows have been utilized

for social development.

Earlier, the invitations to the mobile theatres used to come in frgamiaing committees

of different places arourfspril. However that trend has changed now and become preponed
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depending on the ‘starisi the castThe moment one mobile theatre can announce their ‘star
artists for the season, the invitations pour in. Every season, the theatre producer signs a
contract with each inviting committee on one hand, while on the other hand, he signs a
contract each, with the various individual artists, technicians, workers, etc., engaged by the
theatre. Once all preparations are complete, the theatre group sets out for the season to
perform all over the state, as per the invitations. In each station the group performs for three
to four daysTwo shows, first and second, per evening is the common norm which sometimes
can be extended to a third show depending on the popularity of a particulardramate

Mr. Ratan Lahkar (70 yrs) producer of Kohinddreatre, “there has been instances of 4
shows in a day also”. (LahkR; Personal Communication, 22/05/2014). One can imagine
how gruelling this routine can be, since these are all live shows we are referAnyg to.
personal problem or even sickness, unless very serious, has to take a backstage for the
people involved in a theatre. Commenting on such situations, former mobile theatre actress,
Ms.Moni Bordoloi narrated hgwvhen popular actor Mdatin Bora was under contract with

a particular mobile theatre group, he had to honour it even when the news of his father
demise reached him (Bodoloi.M, Personal communication, Octe®e?012). Once the
theatre group reach their scheduled destination, the role of the inviting committee becomes
visible.All this while also, they had been working, but from a distagemust understand

the very important role played by the inviting/convening committees in the story of the mobile
theatres. It is because of these invitations to perform that the theatre groups are sustaining
themselves. Das (2015) explains, according to the traditional norm, the inviting or convening

committees make an agreement with a particular theatre group almost one year earlier by
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paying a booking amount of not less than Rupees One Lakh. From then, till the time of the
show that is the next nine months, the committee does a lot of homework like putting up

posters for the publicity of the theatre, selling season tickets, arranging for the venue to pitch
tent, getting the permission of the Deputy Commissioner and the Superintendent of Police,
setting up of counters to sell tickets, and most important, arrange for the accommodation of

the theatre group, etc.(pp.38-39).

Nowadays the star performers are accommodated in hotels and Inspection Bunglows
or, if near home, they travel to the venue themselves. Once the shows aomes
the time of complete payment to the theatre group. If the shows are suceaadtfel
collection is goodho problems arise. There is a ratio of division of the collected amount
between thenobile heatre group and the convening commitfdethese details have
been discussed in the subsequent chapher convening committee also has to meet
expenses amounting to almost a lakh for organizing the theatre. This money also needs
to come out from the ticket collectioim Assam there are many structures constructed
by the convening committees from profits of organizing theatres. In fact, many times it
is to fulfill such social needs of a particular area, that mobile theatres are imhtrdfore,
in an indirect way the mobile theatres contribute to the social benefit. The inviting
Committees are the sustainers of mobile theathssam Without these committees, the

entire business will come to a stop.

A few Organizing Committees selected on the basis of Simple Random Sampling (SRS)

that the research scholar approached for information are:
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Table 2.5: Mobile theate organizing Commnittees in various pars of Assam

SI.No| Name of Committee | Location Contact person | Association with
mobile theatre

1 Everest Club Azara, near| Mr.Abani Barua | Since 1997
Guwahati 65yrs

2 Hari MandirCommittee| Baharghat, | Mr.Munindra Since 1988
Demow Lahkar58 yrs

3 Vibyor SportsClub Phulaguri, | Mr. Jonmoni Since 2002
Nagaon Sarma,45 yrs
4 Sports StarClub Jagi Mr. Mintu Bora | Since 1999
Bhakatgaon 42 yrs
5 Ganeshguri Barowari  Ganeshguri, Mr. Jatin Das Since 1977
PujaCommittee Guwahati 58 yrs

The interviews with the edact persons mentioned in the foregoing table revealed that
around numerous @anizing committees are there all o%esam:This fact can be corroborated
from the travelling schedule of the mobile theatre groups published in their yearly souvenirs.
This has been given in appendix Il of this stuidyese committees and the mobile theatres

share a very special relationshifiney depend on each other

As mentioned by MrJatin Dag58 yrs)of Ganeshguri Barowari Committee,we
donot even need a formal contract to be signed with the mobile gaodpdot of things
happen verbally because that is the credibility we have managed to €stdblslaborated
how the booking amount (show money) is collected from committee members and patrons,
as well as, the well-wishershereafterthe major collection comes from sale of tickets

during the shows. The ticket rates, currently-Rs.300/, Rs.200/ and Rs.100/, are decided
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by the committeéWe do not need to go for pushing sale or season ticketslso added

(J.Das. Personal Communication, July 05, 2017).

Mr. Abani Barua65 yrs)of Everest ClubAzara, near Guwahati
explained thatf is a wrong perception that the organizing committees
rake in huge amount of money as profit by inviting mobile theatres
every yearMobile theatre is business and like all business, here
also, the dynamics of profit and loss works equ&lymetimes we

see profit and sometimes it becomes a struggle to even clear payment
of the contractual amount to the theatre pasgtural calamities

can happen anytime. Then, we have to renegotiate. Things are worked
out because both the mobile theatre parties and we, the organizers,
understand that this is busingBsirua,A.Telephonic interviewduly,

05,2017).

Mr. Jonmoni Sarm@d5 yrs)of Vibgyor club, Phulaguri, Nagaon
admitted to, and lamented the fact that it is true that organizing

committees today invite mobile theatres based on thé &sttmrs

We are compelled because the crowd pulling factor is the presence
of the ‘stars’When we invite a particular mobile theatre pavig,

as the organizers, have certain duties and responsibilities which entail
certain expenses. Where will we meet those from, plus the payment

to the party itself, if the show is not successfularSpresence
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ensures that succegSarma,JTelephonic interviewOctobey 22,

2016)

2.7 The Audience

One of the most important subject, when we are discussing any performing art, is
the audienceA performance is presented for the audience. Naturally the importance of the
audience is immense. Relationship between the audience and the actors is equally important.
Capturing the audience’ interests and not simply soliciting their goodwill was presumably the
concern of everyone involved in the theatre indugtoyn stage-property managers to star

actors.To quote Roselli (2012),

the audience is, then, not a mere object of information and amusement, but it is always
engaged in real social interaction, overt or imaginane of the most common phenomena is
the vicarious experience of the audience in the dréveadive in the play in a way which we
do not live in a lecture. The more complete our identification, the more intense our

satisfactionp.24).

Children often construct their own day-dreams, and work them out into dramas but
adults do not do such things very often. So, it is the theatre that provides them such fantasies
in socially acceptable emotional and esthetic forms. Drama provides an imaginary expression
of all our desiresAn interesting part of theatre is the reaction of the actors to the audience.

It is said that most actors can feel the responses of the audience. They sense whether the
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audience is connecting or not, and are influenced by the slightest noise of the audience. They

are certainly affected by the laughter or tears of the audience.(Theatre Psychology:2015)

In his article Walmsey (201) lists out what needs and motivation drives audiences to

the theatre :

Table 2.6 : Factors that drive audénces to the theats

Audiences’ needs and motivations Driver & type of
engagement
1 2
« Feeling part of a special community of interest.
+ Ritual
+ Escapism and immersion
+ Reflection Spiritual

« Access to creative people and development
« Passing on a legacy to children & grandchildre
+ Quality me-time.

-

« Tingle-down-the-spine-moments
« Having a visceral response Sensual
« Feeling the chemistry and buzz

« Empathy

+ Getting an emotional hit

+ Being moved

«+ Being drawn in and engaged
« Mimesis and personal relevance Emotional
« Explaining human relationships
+ Nostalgia

+ Celebrating cultural identity

« Story-telling

+ Developing world view

+ Being intellectually challenged
+ Self- improvement Intellectual
« Learning about history/current issues
« Stimulating others
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1 2

Enhanced socialization

Quality time with friends and family

Partaking in a live experience

Entertainment: “a good night out” Social

Dinner with a show

Comfortable seating &good sight lines
« Good customer service &venue facilities (pp.14-15)

The above table 2.6 makes it clear that the aadiendriven by different factors to
go to the theatre ranging from spiritual, to sensual, to emotional, to intellectual, to social. Every

person could have a different need or motivation.

Richmond (1990) writes, ‘Why do people attend theadkéAbut probing the complexity
that such a question raises, the standard answers to this question, found elsewhere in the
world, also apply to Indian audiences. People attend modern plays in India to be entertained,
a social occassion, and perhaps for prestige (one of the amenities of modern life), and to

reinforce social or political convictions.(p.423)

Other than oratory and certain forms of music, drama is the only art that is designed
to appeal to a crowd instead of to an individual. The mightiest masters of the drama, recognized
the popular character of its appeal and wrote for the multitude. The crowd, therefore, has
exercised a potent influence upon the dramatist in every era of the theatre. The psychology
of the crowd was little understood until late in the nineteenth centhign a great deal of
attention was turned to it by a group of French philosophers. The subject has been most fully
studied by M. Gustave Le Bon, who devoted some two hundred pages to his

work, Psychologie des Foulgsrst published in 1895.( Theatre Psychology: 2015 )
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Hence, drama, to interest at all, must cater to certain basic instincts of the crowd, like,
i) need for contention, i) partisanship, i) credyland iv) vunerability to emotional contagion.
The great successful dramatists always thought of the crowd on all essential
guestions.Shakespeare tried to think from the commorsipasition. He was neither radical,
nor progressive. He understood people and so, he could write for them. He never tried to
play the role of a reformeand simply accepted the religion, the politics, and the social ethics

of his time without trying to question them.

A theatre audience is composed of heterogeneous individuals. It contains the rich and
the pooythe literate and the illiterate, the old and the young, the native and the naturalized.
The same playherefore, must be liked by all these peoplerefore, the dramatist must
have a broader appeal. He cannot confine his message to any single section of the society
In that one creation of his, he must put in elements that will interest all classes of humankind.
One of the most important differences between a theatre audience and other gathered crowd
lies in the ‘reason’ for which it is convened. The audience does not come to be edified or
educated; it has no desire to be taught, what it seeks is recreation. It wants amusement
through laughteisympathyterror and tearsAnd these these are the very emotions on which

the great dramatists play upon.

Mobile theatre is also no different. It is the audience who ultimately decides whether
a show is a success or a failure. Mobile theatres cater to an audience that cuts across all
barriers between the classes and the masses. This, by itself is no mean feat. From the

educated to the illiterate, mobile theatre has attractesadigainst this, the amateur theatre
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presents drama for only one section of the sqaistyally the intelligentsia, where serious
thought provoking issues, and not entertainment, is the priwiatyile theatre on the other

hand, focuses mainly on entertainment through which social issues are presented. It aims to
be a completenasala(spice) package, because the major part of the audience comprises
of the masses. Once, when Bengdlias were in vogue people loved the mythological and
historical stories which were usually surdth the passage of time the social dramas became
more popular and so did tAssameseramas in pros&/hen mobile theatre came about,

the audience welcomed it with open arms. Where once, women were as invisible in the
audience as on the stage, todlagy have gradually come to form an equal proportion of the
audience. It is alleged by the producers that the changing taste and choice of the audience
has compelled them to take up very ‘filmy’ scripts nowadays. The counter allegation from a
section of the audience is that they are compelled to see whatever is dished out by the
producers in the name of mobile theatre. This section says that mobile theatre has lost the
earlier glory where the story and acting used to be the main focus unlikewbesythe
technological gimmicks and song-dance sequences have taken the limelight. Renowned veteran
actordirector of mobile theatre MMahananda Sarma (76 yrs) lamented in an interview with

this researcher that he, as a part of audience, could not connect with the dramas anymore
because everything has become too artifidialquote him,’I have stopped watching
bhramyaman because | cannot connect anymore to what is shown’ (Sarma, M. Personal

Communication. June, 04, 2014).
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A question that arises hereifsve take the above opinions to be true, then how is it
that mobile theatres every year produce Ssperhit dramas to packed auditoriums? Is it true
then that the tastes of the audience has really changed? Everything changes in due course and
the composition of the mobile theatre audience has alsaqyondezthangd.oday a substantial
section of the audience is the semi-urban/urban youth who folk to the theatres with expectations
of being entertained in the ‘filmy style’. This section also has to be captivated by the producers
if their shows are to be ‘hitDrganizing committee Secretary\dbgyor Club, Phulaguri, Mr
Jonmoni Sarm@5 yrs)agreed; The audience today is the young generation and their taste
is different, very filmy Producers have to cater to this taste to have a success{Glauma,J.
Telephonic interviewOctober 22, 2016)Vhile doing sothe easy way is to resort to the
typical filmy approachiNothing heavy to poke the grey cells but loads of songs and dance, with
technical gimmicks thrown in. The entire focus is on how to be commercially successful. Having
said so, a social message is attempted at, but how much importance is giverdifétrena

story

Then,anotheiquestion emerges as to how the actors shall carry the meaning towards the
audience. Herein comes the role and importance of communi&dtaitacharya and Dasgupta
(2013)explains, communication refers to the act of transmission of ideas between individuals
through the use of significant symbols. Thus, communication essentially refers to the process of
establishing commonness among the participants involved in the act of communication through
the act of information sharinBmphasizing the importance of communication in building up of

relationships, Raymorilliams asserts that men and societies are tied together to relationships
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in describing, learning, persuading and exchanging experiences. This exchange of experience is
facilitated by communication. Thus, it is only fair that theatre is seen as a medium of establishing
a relationship of commonness between the @ormunicator) and the audience (communicated)

that hinges on the art of communicat{prB).

A brave experiment set to test by. Mchyut Lahkar in a small town #issam led to
a revolution in the field of theatre Assam. Everything changes with time, new things take
the place of the old. Mobile theatre being a product of the sptietiyhe society and by
the societyalso has had to go through the changing prowésat is important is the way
it has sustained itself. Positive and healthy criticism will help correct the mistakes made and
improve it betteNWhat needs to be appreciated by everyone connected with mobile theatres,
that is, producers, playwrights, actors, technicians, convening committees and the audience is
that, it is upon us to keep the mobile theatrassfam alive. It should not be allowed to
deteriorate into a cheap consumer product.dvilgbile theatre should be a strong and

distinct signature of the cultural wealthAgfsam.
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CHAPTER Il

STRUCTURE, TECHNIQUE AND MANAGEMENT IN
MOBILE THEATRE

The emegence and subsequent developmeAissimese theatre now leads this study
into this third chaptemwnhere it has been attempted to explore the entire structure of the
mobile theatre along with the various techniques used for presentation of plays on stage, as
well as the aspects of management involved in running this nine-monthtishioi mobile
in every sense of the term. The tripod on which this structure stands upon, is basically the
producer (finance and overall management), playwright (provides the raw material) and the
director ( utilizes the raw material ), supported by the rest of the entourage that includes right
from the actors, technicians, workers,both skilled and unskilled, management personnel, to
the gatekeepeEarlier the three main persons, i.e., produdeector and playwright were

three different people, but nowadays, most playwrights are also the directors of their own

plays.
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3.1 The Producers

A theatre producer is the person who oversees all aspects of a theatre production. The
producer is the one who starts the entire process. He is the person who finds the director
and playwrights, and works towards the commercial success of the business trying to juggle
many balls in the giwhich include casting, securing funds for the production, negotiating with
the inviting committees (most times through the secretary) and taking care of everyday details
of the cast and crewt al. Proper marketing and advertising stratedy the help of the

concerned departments, is one of the most important responsibilities of a producer

In the mobile theatre scenario, producers are mostly the sole proprietors of the theatre
(though partnership is also seen) and as such, they are the captain of the ship. Each mobile
unit employs around 100-150 people right from the direattors, dancers, singers, musicians,
technicians to the workers, efssuming that every said member has four family members
at an average we have around 400-600 people for whom the producer is directly responsible.
It is for the producer to chalk out the budget for a season and also arrange that money
Today for a theatre to begin business, the budget touches at least a few crores. Mobile
theatres are private set ups and as such involve a huge amount of risk. In such a situation the
producer has to rely on his own resources, bank loan, private financing, help from friends and
well-wishers, plus the advance amount taken from the inviting committees to make all ends
meetApart from that, it is also his headache to rope in the best playwrights and the “star”
actors because without ‘saleable’ names, committees are reluctant to invite theatre groups.

This is definitely not an enviable position.

80



Late Ratan Lahkar (70 yrs) producer and propreitor of Kohinoor Theatre, while
sharing his long experience said, ‘One cannot imagine the tension and hard work that a
producer has to go through every year to sustain the theatre. It is not just about me, | am
responsible for every person associated with my thé¢aiadkayR. Personal Communication.

May 22, 2014). The producer has to keep a tab on every single detail and requirement of
the theatreAny kind of emegency situation has to be dealt with by hira.fix up a deal

for the next season with the various committees who invite them, the producer is generally
represented by the Secretary of the theatre. The producer is the person who decides the
plays to be presented in a season and employs every person required by the theatre. Nowadays
it is often heard that producers (on the suggestion of the playwright) first decide tHer‘star

the season and then, scripts are penned based on the capacity of these ‘stars’. This trend has
led to an unannounced competition amongst all mobile theatre producers to catch the best

saleable stars at atrocious costs.

Mobile theatre is a commercial venture and naturally every prosiaoeris a successful
seasonTheAAMTPA (All Assam MobileTheatre Producessssociation) has time and again
voiced their concern against this ‘catch the besttstand, but ironicallythey themselves are
the people who are responsible for this competition. The responsibility of the mobile theatre
producer is quite heavif a producer understands and respect culture, is socially aware, and
have the ability to be a pathfinder for the sociign mobile theatre #sssam will never see
its sunsetToday when this medium has gained so much popularity among all sections of

people, both is the rural and urban space, the producers need to be even more careful about
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what they are offering to the public in the name of entertainment. When a lot of criticism has
also been aimed at the mobile theatre set up regarding dependence on glamour stars, lack
of original plays, overuse of technical gimmicks, dearth of new acting talents etc., it is the
producers who are answeraBleanged in alphabetical order for the sake of convenience,the
glorious tradition of mobile theatre that has seen producers likschirut LahkajMr. Biren

Kalita, Sangeet NatakkademiAwardee MrDharani Barman,Mvahendra Sarma, Msada

Lahkatr Mr.Sarat Mazumdavir.Prashanta Hazarika,MRatan Lahkaet al., to name only

a few now needs able shoulders to carry forward this legfaeynext generation of producers

must never forget that apart from being business, mobile theatre must reflect the cultural

essence ofssam.

3.2 The Directors

If the producer is the CEO of a mobile theatre, the director is the Managing Director

He is the person who leads the team of workers towards the realization of a goal. That goal
being, a successful presentation on stage every night in eachéhawst remember here

that we are talking about ‘livéheatreTo meet this responsibilitthe director must have a
vision. It is the director who gives an interpretation to the play staged and for that he/she has
to sit in discussion with the playwright, light and sound people, music and dance directors and
technicians in planning the production. This creative intercourse naturally brings in great feedback.
A play is essentially a directsrbaby and as such he/she must have complete understanding
of its structure and meaning without which, he/she will fail to understand the characters in the

script and what demands a particular character will put on anBuotodirector must have

82



keen knowledge of the mood of the audience and how it may affect the performance. It is

the director who finalizes the cast and rehearsal schedule. Cohen (1981) describes,

The directotrs most time-consuming task is to rehearse the actors.
The director must be organized, for he or she focuses the entire cast
during this timeThe directors medium is the actor in space and
time. Space is defined by the acting area and the setting while time
is defined by the duration of the production and the dynamics of the
drama. The director must be able to see the actor as a person and
strive to draw out that persemotential. Consequentiyne director
constantly must be sensitive to both the needs of an actor and at the

same time think of ways to meet those needs in positive ways (p.52)

Therefore, the director is the stone that polishes a theatrical production to perfection.
He/she is the pilot of the airplane that belongs to the Produwkwhen the show actually

begins, all that the Director can do is watch as one among the audience.

3.3 The Playwrights

Drama is the written text of a stpwyhile a playtheatreis the stage presentation of
the same. The version of the drama which has to be scripted for presentation on stage, is
done by the playwrighf playwright can write his or her own original creation, or take a

story written by another and adapt it for stage. In mobile theatres, right from the very
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beginning, the produceplaywright and directos role has been seen to have overlapped,

for instance, MAchyut Lahkaythe producer of Natar@heatre, also wrote many of the
plays. Even then, there was a distinct line up of playwrights down the years who contributed
immensely to the rise and popularity of mobile theatfessam with their creations. Every
theatre had a trend of staging three to four plays per season. If we assume that twenty
theatre groups, big and small, perform in a season, that means sixty to eighty plays were
required. Forget writing originals, it is a daunting task for playwrights to script this number
of plays. Every theatre group engages at least two playwrights per season. Many times, the
same playwright pens plays forféifent theatres at the same tilieanged alphabetically

for the sake of convenience qrihe history of mobile theatre stands witness to the presentation

of the plays of some of the most applauded playwright&ssam likeMr. Abhijeet
BhattacharyaVir. Achyut Lahkay Mr. Arun SarmaMr. Atul Chandra HazarikaMr. Bhaben
Barua,Mr. Hemanta Dutta,MMahananda Sarm&ir. Mahendra Barthakur Mr. Mahesh

Kalita, Mr. Munin Barua, MrMridul Chutiya,Mr Pabitra Kumar Dekar. Phani Sarma,

Mr. Sebabrata Barua,Mdgra MenaMr. Uttam Baruaet al The point that one cannot

miss here is that, in this long journey of half a century of mobile theatre, only one female
playwright is seen, Ms. Minaficharya, who wrotéakhimee Bowarior AbahanTheatre

in 1991.This was informed by MiKrishna Roy producer oAbahanTheatre(RoyK.
Telephonic interviewMarch 10,2015)Kalita (2011) informs, pior to that, MsArati Das

Bairagi had written and directed, and Ms.Nalini Bala Hazarika had wnitigna-natikas

(dance-drama) for Hengul Theatre between 198¢p466-167).
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Award winningAssamese film-maker Ms. Manju Borah (61yrs) in an interview with
this Researcher laments about the scarcity of quality playwrights/scriptwriteré\gsémese
cinema-theatre scenario, ‘If | find better scripts | am sure my work will improve manifold.
It was the paucity of scriptwriters that compelled me to do my own scripting. Same is the
case ilAssamese theatre’(Borah,M. Personal Communication. May 22,20dmatist
is the creator on whose imagination the director gets to iagkod story that carries a
strong social message is the ideal ingredient needed for a good theatre production. If one
looks back on the history of the plays presented on the mobile stage, one comes across a
humongous list. Mobile theatres in its existence of fifty plus years have staged not less than
6000 plays, that is, if we assume 40 theatre groups per year staging 3 plays each. That would
be 40x3=120 plays per year x 50 years =6000 plays. This is indeed a great contribution to
Assamese drama literature considering the fact that mobile theatre plays are always written
in Assamese language.@jive credit to the playwrights/dramatists of mobile theatre, they have

to churn out creations suitable for the mobile stage and that too, within a stipulated deadline.

3.4 The Actors

Schechner (1990)writes, “a good actor is the one who understands the character very
well, thus becoming the character....But] we should not fayet ourselves while acting.
While acting, half the actor is the role he does and half will be himself. The half actor ‘who
does not fayet’ himself is the knowerand the half who ‘becomes the charadsahe feeler”

(pp.36-37)
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To quote (in Kumar2014) acclaimed playwright and director of mobile theatres, Mr
Abhijeet Bhattacharya, ‘It is an actemedia, acting is primariymay write something great
but how the actors present it on the stage matters the most, because that is what the audience
gets to see. Even the ratings of the three plays we present in each mobile theatre has come
to be decided by the audience based on the acting caliber of the actors. | cannot decide
which play will be number one. For me all my plays are of equal importance to me. The
audience decides’(p.13).0Once, the mobile theatre artists were a distinct group apart. Not
everybody knew them, except the mobile theatre-lovers. In a theatre everyone was equal, no
preferential treatment was given to anyone. Right from lodging, food, transport everything was
shared. It would be another thesis in itself if we try to list all the actors, both male and female,
who enriched the mobile stage with their hard work in this long journey of half a cé&itary
stars were not unknown in mobile, for instance, Nipon Goswami, popular actor of
Assamese cinema, was in Suradevi Theatre as early as 1977-78 and also in Kohinoor in
1980-81. Mr Biju Phukan, popular star 8samese cinema, joined Suradevi for 1992-93,
Mr. Jatin Bora, popular cine artistA§samese cinema joindghirbadTheatre for 2004-
2005 followed by MrKapil Bora, populaAssamese film actpm 2005-2006Today when
theAssamese cinema industry is almost non-existent, mobile theatres have become the alternate

means of livelihood for the hundreds of people who have been a part of this industry

The word ‘glamourwas brought into mobile theatre by Kohindteatre and the idea
was to attract people from all social strata. Mazumdar (2015) writes, a new trend was started
by Sakuntal&@ heatre to get the so called ‘glamorod€D (Video Compact Disc) starlets
into mobile theatre (p.23).Theatre critics feel that though this has definitely popularized mobile
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theatre through salability (advertisement) of these stars, but on the downside, it has resulted
in compromising on strong stories and actigpther fact of this star culture has led to a
competition among the various theatre groups to get the ‘glamour stars’ by paying atrocious
amounts of 60-65 lakhs for a season. Moregtler stars nowadays get a preferential
treatment and this has definitely brought in a gap in the earlier family set up that used to be
there, though theatre producers deny this fact. This was expressed by some artists of mobile
theatre on terms of anonymity during field study of the schibaiay if anyone has been
benefited maximum from mobile theatres, it is this small group of ‘star/glaarosts because

it is on their names that the business of the season depends. Hence, the race to rope in the

most bankable stars at whatever amount of money they charge is on.

A dearth of good actors has also been felt within the f\etetw generation of talent
must come out for good plays to be staged on mobile thédtee.all, it is an actds
medium Arranged in the alphabetical order for the sake of convenience alone,some of the
stalwarts in the department of acting in mobile theatre who started their career and carved
out special place because of their talent include Ms.Amina Dewalniyr Hazarika, Mr
Bhabesh Barua, MBhola Kotoki, MrChampak Sarma, Mpharani Barman, Mdibeswar
Deka, Ms. Juri Sarma, M¥lahananda Sarma, Ms.Minoti Bharali, Ms.Minoti Das, Ms.Moni
Bordoloi, , Ms Moni Devi, MiMridul Bhuyan, MmMridul Chutiya, Ms. Niru Phukan, MRankaj
Pujari, Ms Pakiza Begum, NRraneswar Pathak, Mranjit Das, Ms. Pratima Bhuyan, Ms.

Pushpa Devi, Ms.Rupa Barua, .Vapan Das, MUpakul Bordoli,et al to name a few
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3.5 The Auditorium

(@) Sage and SeatingArrangement

Macintosh (1993) says, ‘theatre architecture is more than the frame to a picture. The
audience is generally less aware of the contribution of theatre architecture to the theatre

experience’.(p.1)

Mobile theatre has been all about innovation. It was an attempt to bring in new ideas
and experiment with therAs mentioned above, the proscenium stage was chosen for
performance because of certain advantayésmckdrop, the wings, the screen, etc., was
much more convenient then the open performingsnegatra. Kalita (2011)states that, Mr
Achyut Lahkar used a revolving stage (trolley) in this maiden presentation to facilitate
uninterrupted performance (pp.31-58). There is a misconception among people that the
revolving stage was MAcyut Lahkafs creation. In fact, as written by Richmond, et al.
(1990) turntable stages gained currency in Calcutta during the Y836 they were introduced
in the Rangmaharheatre by MrChatu Sen, a Bengali, who first saw them in N@nk
(p.443). MrAchyut Lahkar had witnessed this during his tenure in Calcutta, and borrowed
the idea for Nataraj theatre. Kalita (2)Xurther writes, the use of tyres underneath to
support the stage created problems in the first gedhe entire stage shook when the artists
walked aroundAs such, next year tyres were replaced with iron wheels. Initially the auditorium
was shaped like an inverted V where the frontage had a breadth of about 40ft while the
backside expanded to 90-100 ft. It was later on with experiments that the present shape and

set up of the auditorium came about (pp.31-58).
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Figo (2010) transcripts, folding wooden chairs were used to seat the audience. The
concept of the gallery was also not there. It was from the Diamond Circusidéidn Das
of Bajali that MrAchyut Lahkar picked up and introduced this idea in the third year of
Nataraj theatre. In 1966-67 Lahkar tried a new innovation called the ‘Theatre scope’ on the
stage of Nataraj theatre where some cinematic methods like ‘fade in’, ‘fade out’, ‘intercut’
etc were tried, though no camera or reel was used. Then in 1968-69, Lahkar introduced the
historic “Cine-theatre” where certain scenes which were difficult to perform on stage were
shot using camera and then projected on stage as a part of the play unfolding. For this, the
camera was rented from Calcutta. In 1970-71DMarani Barman, producer of Suradebi
Theatre introduced the three dimension stage which was the idea of his art,dvtector
Gobinda Choudhurypp.32-33).MiRatan Lahkar informed in his interview that. WMchyut
Lahkar also tried the three stage idea in Nafdregtre for the first time that same yéarer
experimental, Lahkar attempted another innovation in 1990-1991 when he introduced the
revolving stage giving it the name ‘Alsom’. The stage was divided into three parts where three
different sets could be shown. Each set could be changed as soon as the screen dropped,
with the show going on in the other two, and then simply revolved back as required. This idea
was an improvised version of his maiden attempt in 1963 when he used the trolley on tyres.
(LahkarR.Personal Communication. Mag,2014).In his interview with this reasearcher
Mr.Mahananda Sarma reminisced how it was Mancharugatre (1969) that first introduced
the concept of the two dimension stage, that is, static twin stages. This was conceived by

himself and MrBhaben Barua, two stalwarts of mobile thedinés innovation of Mancharupa
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Theatre was so successful that even today all mobile theafkesavh use the twin stage

set up.(Sarma,M. Personal Communication.,d4[y2014).

(b) Lighting

Light is a medium to express the theme and style of drdmguote McCandless
(1958), ‘Msibility, naturalism, composition and atmosphere are the objectives for lighting, no
matter what form of theatre or type of production’(p.8). Some of the most revered names
in the history of theatre lighting include Sebastiano Serlio, Inigo JadekpheAppia and
Gordon CraigWhen the proscenium stage came into vogéesam, gas light was used for
lighting. Bhattacharya (2008) mentions that, it was in 1921, that a new chapter began in the
history of theatre il\ssam, when the famous B@heatre offezpur was electrified and the
play Nilambarwas staged (p.17). De (1995) describes, initially in mobile theatres, the only
objective of lighting was to light up the stage propérhey had to be switchedfdb help
change scenes. When required, coloured filter was placed in front of lights to create coloured
lights. In 1968-69, when Nataraj Theatre tried the ‘cine-theatre’ experiment, lighting was
used intelligently to establish a balance and continuity between the projected screen shots and
the live stage scenes.(pp.65-67). Sarma (1995) mentions it was only in 1974 that Rupkonwar

Theatre gave a new meaning to the word ‘lighting’ for the first time in mobile theatre (p.101).

De (2008) further writes, in 1979-80, Kohinoor Theatre first used ultra-violet light and
for the first time ‘double-acting’ was made possible on stage with its clever use. In 1980-81,

Abahan Theatre staged a scene of an aeroplane crash, and in 1981-82, Theatre Bhagyadevi
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showed a helicopter flyingll such scenes were done with proper planning and experimentation
of lighting. It is a matter of great pride that renowned lighting direbtorTapan Sen, was

also associated with mobile theatreds$am and he admitted howfalifilt and dangerous

it is to work in the temporary set up of mobile, where one is vulnerable to the wrath of nature

(pp.55-158).

Gradually with time the importance of lighting in theatre has increased and various new
tools and electronic equipments have been developed. Goswami has written, to increase or
decrease the depth of light, the journey from water dimmers have reached the DMX Console
today Similarly; from the ordinary bulb tol&oConvex (PC), Profile, Fresnel, LEDielligent
lights, FAR, Multi-ten, etc., have come into u&&oswami2012:175) Thoughexperiments are
still going on, one cannot help but admit that the equipments inAssaim for lighting in theatre
is still of a much lower standard. Even todée lighting assistants who work on the stage,
particularly up in the ceiling, with no protection ge#k their limb and lifeArranged in
alphabetical order for the sake of convenience asmmee of the people who contributed, and
some still contributing their skills through lights to mobile theatre incMdéchyut LahkarMr.

Adya GoswamiMr. Arabinda Kalita Mr. Arunabh Mr. Ashok DekaMr. Ashu Roy Mr.
Bidya HazarikaMr. Bhubaneswar Bhagawatly. Chakralalukdar Mr. Dharani Kalita Mr.
Dinesh DekalMr. Dipak Roy Mr. Hiramon GoswamiMr. Kalyan De Mr. Kamal Sarmar.
Kamini Talukdar Mr. Karuna Pathghkvir. Krishna RoyMr. Kshitij SarmaMr. Nirmal Lahkay
Mr. O.PNayar Mr. Pramod Barman, MRajesh Sahavir.Tiken Das,Mr.UmaThakuria,et

al. The interesting thing here is, these people learnt their skills through socialization process.
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Mobile theatrethat way has been a school that has given the opportunity for its students,

particularly the technical employees, to learn, experiment, innovate and develop.

(c) Sound

In theatre, sound is the medium of connection with the audience. It may be dialogue,
it may be music, or it may be any other ‘noise’, like birds chirping, wind howling, vehicle
starting, etcWithout sound no theatre is possible. ‘Mineebf course, a performing art,
where dialogue is not there, but music and other sound effects are used to put across the

meaning of what is being conveyed.

It was after the 1936, that the sound recording industry expanded rapidly throughout
the world with new innovationdn the early 195@ there were several simultaneous
developments in the audio industry that ushered in the modern era of sound in the theatre.
Advances in electronic engineering greatly enhanced the recording and playback equipment.
Additionally, for the first time the &cts and the music needed during a production could be
played from a central location. The playback deck as well as the amplifiers and mixing and
equalization equipment were typically housed in a booth at the back of the auditorium.
Portable loudspeakers were placed wherever needed on the stage or in the auditorium.
Through the use of a playback mixing console (mixer/mixing desk), the sound operator could
direct the sound for a particular cue to its appropriate location at a specific loudness level.
It, therefore, became possible for one operator to run all of the sound cues from the sound

booth during a production (Stagecraft :2016). It was common in productions of musicals to
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use microphones by the early 136These microphones were placed across the front of the
stage and hung down from above. But these systems had problems-one, the singers had to
stand directly in front or just below the microphones for best results, and two, the cables that
connected the microphones to the mixing console were disturbed by radio-frequency

interference from the stage lighting system.

A new development that came in the 188@as the &brdable miniaturized wireless
microphonesWireless microphones send their signal to the mixing desk via a small low-
power FM radio transmitter hidden somewhere on the. dttermicrophone is often placed
in the actots hair or mounted on a flesh-coloured headset mouthfibeeaccuracy of
sound reproduction (sometimes referred to as “presence”) that is obtained by placing the
microphone in close proximity to an ac®mouth is extremely higffthe use of wireless
microphones soon expanded beyond musical theatre to every type of theatrical presentation.
The advantages of audiences’ being able to clearly hear actors were obvious. The ability to
modulate the loudness of an atgomice also allowed directors and sound designers to begin
experimenting with the use of background music and effects throughout entire scenes in much
the same way that movies and television used sound. The other significant technological
development to &ct the sound industry in the 198Was digitization. Digital sound equipment
like, pre-amplifiers, amplifiers, mixing consoles, and so forth, began appearing early in the
decade, although only in the late 138@d such equipment becomefmigntly afordable

that it was adopted widely (stagecraft:2016).
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The mobile theatre @&ssam has also journeyed through various stages of development
in the department of sound. Once, when sound system (the technology) was not there, actors
and singers depended on the strength of their vocal cAamts saw the coming in of the
microphone and loudspeakbr a mobile theatre auditorium (tent), the sound system plays
a great part in appealing to the 1500-2000 audience. What is being said on stage must be
clearly audible till the last galleriBurround sound’, as in permanent halls or movie theatres,
is not possible in the mobile theatre, though sound systems have been improvised a lot, and
today quite sophisticated consoles are used. Spetgalebf sound create an ambience for
the scene unfolding on stadf@t, it is still a trend in mobile theatres to deliver dialogues in
a very high octave, which sounds very unnatural. Using powerful wireless microphones and
proper planning of sound equipment in the mobile tent can surely change this. In its glorious
history of half a centurypeople who have contributed in the field of sound control to enhance
the appeal of a play in mobile theatres includeAghuna Das, MrDipak Bharali, Mr
Dipak Das, MrGanga Kalita, MrGirish Haloi, Mr Hitesh Das, MrJiten Das, MKarna
Rai, Mr. M.C Chauhan, MMathura Rai, MrParesh Sarma, the first sound controller of
mobile theatre (Figo:2010:40), Mamen KakotyMr.Rinku Kalita, MtSamar Rabha, et al.,
to name only a fewr'hese names have been arranged in alphabetical order for the sake of

convenience alone.

3.6 Set

Ottley(1953) describes, The simplest description of a set is a background in front of

which primary motion or action (that is action which is definitely controlled) takes place’ (p.5).
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In an interview taken by this investigatBri Upakul Bordoloi, popular actafirector of films,
amateur theatre and mobilesatre, said, ‘Stage settings create the atmosphere of what is
being shownWwith the coming in the proscenium stage, set designing also gained importance.
The correct stage set adds to the quality of the play presented’(Bordoloi,U.Personal
Communication.03/10/2012). Once again, it was Nataraj Theatre that had paved the path
and in the long journey of fifty-three years that mobile theatre travelled, art direction and

settings underwent various experimentation and transformation.

Quite a few number of people are engaged by the mobile theatres for the creation of the
sets known asiancha sajjawhich is done under the supervision of the set desigapiction
of the environ of a scene is knowndsishya sajjawhere care is taken to put the right object
in the right place as required in the different scenes. The process of creating a set design begins
with the designer closely studying the script for the information it contains about the period,
country locale, mood, spirit of the plasocio-economic status of the characters etc., that will
help develop the desighhe settings must express the mood and spirit of theTpiaymood
refers to the overall emotional quality of the play which may be happy or sad or tragic or comic
etc., while spirit means the style in which a particular production is to be preserdaded
in alphabetical order for the sake of convenience albpestage settings of mobile theatre
has seen the expertise of people likeAyun Kalita, Mr. Arun Raj Mr. Bhaben Deka
Mr.Bhumi Raj Mr. Bhupen BorpMr. Binoy Raj Mr. Chandramohan Baishy&ir. Dhani
Haloi, Mr. Dharma Rai, MrDilip Deka, Mr. Dipak Saikia Mr. Dipen Raj Mr. Dwijen

ChoudhuryMs. Garima HazarikaMr. Girish DasMr. Gobinda RaiMr. Gopal Raj Mr.
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Harish Patgiri, Mr. Kamaleswar KalitaMr. Lakkhi Das Mr. Montu Das Mr. Nuruddin
Ahmad Mr. Phani SarmaVir. Raben RaiMr. Sarbeswar Daddr. Siben SutadhaMr.

Singha SarkaMr. Suren RaiMr. Sushil Daset al.

3.7 Music and Dance

Ranadg1990) says; theatre music is deliberate, planned and art oriented in conception.

It is performed in consciously controlled conditigp.8-19)

When MrAchyut Lahkar dreamt of Natar@eatre, he saw a complete entertainment
packageAs mentioned earliehe got the best people in the busindsssic, under the
supervision of MPrabhat Sarma and Mthandra Choudhuripoth renowned music directors,
while dance was to be directed by. Malawanta Singh, a renowned exponent of Manipuri
dance, and MRabin Das, another excellent danéeom NataraJ heatre till todaymusic and
dance in mobile theatre has come a long ®asfier all music played and songs rendered, was
live. The musicians and singers sat in front of the stage and perfaifitedime that trend
changedrenowned music directdvir. Nanda Bannerje@ho has been associated with both
cinema and mobile theatre informed that, recorded songs were first used in 1984 by Chitralekha
Theatre, Pathsa{Bannerjee, N dlephonic interviewdune 15,2015Bhagawati (2004) writes,
after its very first successful yeAbahanTheatre brought out a cassette of the songs that
were used in their plays.This was ‘HitsAdfahan’, the first audio cassette of mobile theatre.
It created a sensation in the music worldsgam (R15).Veteran singer and music director

of mobile theatre, MiDasarath Das informed that the first lip-sync of songs in mobile theatre
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was done in 1974 bsom Sar Theatre in the plajartaki, wherein the popular sordg
Jil jilmil/ Sil sil silmil /junakare pahi o junakae pahi was rendered by MDasarath Das
and Ms. Bina Bora.(Personal Communication.July 07,20dday'song ecordings are done

in sophisticated studios by famous music directors and equally popular singers render the songs.

The music scenario of mobile theatre had touched a new level when the internationally
reputed maestro, DBhupen Hazarika took the responsibility as music director for the 1966-
67 season of Purbajyoti Theatre established by Sri Karuna Mazumdar. dittitayeas a new
high for the entire mobile theatre warlBhe compositions ofDr. Hazarika in the play
Sonitkonwarbrought in the flood ohssamese indigenous musical flavor into mobile theatre.
He was assisted by personalities like J&tyanta Hazarika, Dost Habibur Rehman and Mr
Prabhat Sarma, each, a luminary in the music woAdsdm.The second mobile theatre that
Dr. Hazarika chose to work faxs music director in 1984-85, wasidhanal heatre established
by Sri Sadananda Lahkéne same person who had been the brain behind Nataraj Opera, and
the inspiration for his brothgkchyut, to experiment with Nataréheatre. Once again, in his
inimitable style DrHazarika left his mark in the pl&rimanta Sankarade\wy experimenting
with thetotoi ,a type of devotional song composed by Srimanta Sankarddedai Danava
Danava Deva Barang he third and last mobile theatre that Bazarika had been directly
associated with, as music director for the @akuntalawas Indradhanu Theatne the

eighties.

Das (2016) writes, it goes to the credifbfhan theatre, that they could

present Bhabendranath Saikia, one of the most acclaimed littefilitennaker dramatist
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and playwright oAssam, as a lyricist and music composer as well. He was particularly careful
that background music should not make the dialogues inaudible for the gallery audiences.
Saikia used songs in only three of his pl&ratibimba, NilakanthandDeenabandhu-e

wrote the songs himself and also composed their musiNildkantha(1984-85), the

songs were, (iKumal pator koponi dekhilu/dekhilu kotona gabharu pator/botahor sotey
nibir gobhir khela/Moi najanu eiya godhuli ne puveamd (ii) Ses hol aji ejugor itihaas/
nokoriba maan nokoriba abhimaan/anumati diya gaun mur ses daaAratibimba
(1989-90 the short song wasije nirab ei rati/mar gol tapta beli/jirani bisari ubhatey
niraley klanta pokhi while in Deenabandhuthe two songs were, (Kor ejaak sopun

jen boosun,and, (i) Diya muk diya, akashor dey eti mon(pp.25-30).

Kalita (2011) informs, the first playback singers of mobile theatre werdRlgjkrishna
Barhoi and Ms. Renu Phukan, both in Nataraj (p.52). It has become a fashion now to put
in song and dance sequences in the typical ‘Bollywstyde to attract the audience. It was
the norm to perform a dance-dramaitfa-natikg before the actual play was presented by
every mobile theatr&.hese dance-dramas were as important as the maiff piagance-
dramas gained as much acclaim because they carried a relevant social message. However
with time, this preliminary performance is now being neglected. Many theatre groups are even
doing away with them. In the field of music direction, mobile theatres have a long list of great
talents. For the sake of convenience alone, the names are being arranged in alphabetical
order Mr. Ananda Narayan Deb, M&purba Das, MrBasistha MazumdaMr. Basanta

Thakuria, Mr Brajen Barua,, MiChandra ChoudhuryMr. Dasarath Das, MDebeswar
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Sarma, MrDibakar Deka, MrGobinda Choudhryvr. Mukul Barua, MrNanda Bannerjee,
Mr. Narayan Barua, MPrabhat Sarma, MRaj Krishna Barhoi, MiRamen Barua, Mr
Ridip Dutta, Mr Sujit Singha, et ahmong the younger generation working n@are Mr
Ajay Phukan, MrArupjyoti Barua, Mr Palash Gogoi, MrSibabrata Sarma, Mafali

Sarma, MiTirtha Saharia, et al.

The dance director has been an important part of mobile theatre right from its inception.
The job of the dance director is to conceptualize the dance sequences that helped to take
the story forward while the choreographer is the person who executes it. The dance director
of course worked in complete tandem with the director and playwright of the drama. Dance
sequences that reflected thesamese folk culture and music was presented. For example,
Bihu dance was first presented on the stage of mobile theatre.Bgut Lahkar in
Nataraj theatre, because he wanted to promote the indigenous culture and its knowledge in
AssamBihuis the most important festival of thAesamese community and is celebrated
thrice in connection with three different seaswoizs, Magh Bih(January)Bohag Bih@April)
andKati Bihu (October). The Bohag bihu is the new year which is welcomed with song and
dance. Bihu songs and dance is thus a reflection éistamese communityafinity with
nature, depicted through love and romance. Figo (2010) writes, Lahkar specially invited
Bihu expert Mr Lila Saikia from Chapalaghat in Nagaon to Natdifsgatre to train the
artists (F53).As mentioned earliedance directors and music directors were separately
engaged for the season for the dance dramiiyd natika)that preceded the actual play
These dance dramas were carefully chogeranged in alphabetical order for the sake of

convenience alone, names of dance directors likéjNlTalukdar Ms.Arati Das Bairagi,
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the first female dance drama playwright and director in mobile theatre, Hengul, 1986-87
season, MrBhupesh Sarma, Ms. Garima Hazarika, Munakar Dev Goswami, Mr
Guneswar Bhuyan, MHemkanta Barua, Mdatin Goswami, Mditen Das, MrKalawanta
Singh, Mr Khagen Barman, MiNabin Bora, Mr Naren Das, MrPrafulla Haloi, Mr
Rajanikanta Patgiri, MiRanjeet Singh, MiRobin Das, MrTilak Baishya, MrUday Das,

et al, has been etched in the history of mobile theatres.

A changing trend has come in where, nowadays, the choreographers have taken over
and free lancers in this field are engaged by the producers, not necessarily for the entire
season. Some of the choreographers making their presence felt in the mobile theatre scene
today , in alphabetical ordere MrAshim Baishya, MrDhanijit Nath, MrGautam Baishya,

Mr. Jitu Roy Ms. Jolly Bora, Mr Pankaj Ingti, Mr Pranju Prince, MrRatul Das, Mr

Santumoni Sarma, Myday Shankaet al.

3.8 Make up and Costume

Make up refers to the products applied to the face or body of an actor to change or
enhance their appearances.While costume means the dresses/clothes donned by the actors to

bring out the essence of the charadtere and situation they portray

Medhi (1948) writes make up and costume are essential part of any theatrical
performance. It helps create a chara®aring Sankaradevatime the actors wore specially
prepared costumes of various designs representing various characters. These characters also

wore all kinds oAssamese ornaments appropriate to their age and sex, ingbdimghura

100



(tinkling bells) anchepur(anklets). Colours had a special significance inAthieyabhaona.

For example, Krishna, the full incarnation of the Hindu \gstinu, the preserver and restprer
always wears yelloyand black was always used to depictrédeshasgdemon). It was

a remarkable part &nkiya bhaondo use effigies and masks. Pioneered by Sankaradeva,
the tradition still continues. Effigies were made with bamboo and cloth while masks were
made of wood, bamboo, clay and cloth painted using natural colours like intdjgainp

black €hai), lime vermillion fiengu), yellow arseniclaital), etc. The actors used make up

to bring out their characters prope#yrishna was painted blue to adhere to the descriptions
in the scriptures. Natural dyes and colours were used for make up. Falbedraly etc.,

were also used as per the characters portrayed (pp.Lvi-Lvii).

Sarma (1990) writes, the eaAgsamesgatra parties had to face a lot of filiulties
because it was not easy to get the required materisam. It was Brajanath Sarma who
took great pains to get the costumes and make-up from Calcutta when he started his Kalika
Opera PartyHe wanted development in these areas so that the dramatic presentations could
be more authentic and attractive (p.101). Make up was done by the actors themselves using
amber grease, white lead and lamp Sdatious types of wigs and false beard were used.

Jewellery was also an essential part of the get up of the characters.

When the mobile theatre era began, make up and costume remained as important as
ever The mythological and historical plays entailed quite an expense as far as the get up was

concerned. Each mobile theatre had its tailor master who stitched the costumes as required.
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Mr. Khagendr&alukdar (40 yrs) a mobile theatre enthusiast shared, tatdags become

a fashion to engage a costume designer in each mobile theatre. Earlier the ‘tailomaaster
good enough(Talukdar K. Personal Communicatiofugust, 06, 2012). Smt. Moni Bordoloi,

(48 yrs) former actress of mobile theatre informed that one interesting trait which has not
changed in its history of half a century is, mobile theatres do not employ a make up artist.
Though it is a very important part for any stage performance, and make up as a department
IS given great importance, in mobile theatre, the actors still do their own make up. The make
up stuf is provided by the theatre and tog#ye same products as in movie make up are

used. (Bordoloi, M. Personal Communication. Octp@8y 2012).

3.9 Technology to Tantalize : Impact of Globalization

Theatre irAssam has come a long way from the opersaid-oil lit performances.
The mobile theatres have experimented a lot in the attempt to bring in new innovations as
mentioned above. The use of technology in the modern age has helped break new grounds.
Mr. Achyut Lahkar had already shown the path for innovations and experimentation in Nataraj
theatre. In 2007-08, Hengul Theatre attracted attention by using a ropeway on stage. In
2008-09 they showed a war tank and used a lift on live stag&athn Lahkar(70 yrs)
erstwhile produce-proprietor of Kohino®heatre, in his interview narrated howhen
Kohinoor presentediarzanin 1989-90, for the first time, a direct impact of cinema was felt
on mobile theatre.This was followed by stadgden-Hur, 1992-93WhenTitanic, Mr.James

Cameors Hollywood blockbustewas presented on Kohindsistage in 1998-99, it created
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such a stir thatt8r Television, UK, came tAssam to cover that performance. In 2004-05,
Kohinoor staged Jurassic Park(Dinosaurar Atanky another Hollywood superhit.
(LahkarR. Personal Communication. July 09, 2014) Kohifdweatre, thus, set a trend of

performing unbelievable technological stunts on live stage.

Nowadays, it is very common to show cars, bikes, trucks and even helicopter landing
on the live mobile stage. This attracts huge crowds no doubt, but many theatre lovers feel too
much of importance on these superficial aspects has led to compromising on good story and
acting.The more technological gimmicks one can use, the bitttereds mention here that
even todaybothbhaonaandjatra still exist inAssam. Both forms have been touched by
modern technological developments no doubt. Mobile theatre is a commercial venture and so,
it is natural that producers will try all means to retrieve their investments with the best profits.
Having said that, one must notdet the aim with which MAchyut Lahkar had founded
Nataraj Theatre - to take theatre to the masses. Theatre being an excellent medium of mass
communication, its role in society is of great importance. Everything changes with time and
so has the journey #ssamese theatréchnologyas in cinema, has come to play a crucial

role in mobile theatre as well.

As shared by MUpakul Bordoloi, (61yrs), one of the most revered name in the field
of art direction in mobile theatre wAslya Sarma. He was the man who sanKTitenic
on the stage of Kohinoor without a single drop of watesociated with mobile theatre right
from NatarajTheatre, MiAdya Sarma took art direction and technical expertise in mobile

theatres to a different level and set the benchmark that others are still trying to touch (Bordoloi,U.
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Personal Communication. 03/10/201d). Pulu Kr Sarma, (58 yrs), eminent cultural activist

and journalist, in his interview stated,

The unique expertise and sensitive intellectual efforts of this revered
man,Adya Sarma, in the technical and artistic presentations of the
mobile theatre plays has taken its reputation beyond the boundaries of
India to a world platformA renowned and respected teachekrbf

who was at the same time a paintersculptora tabla playera
scene-designeand an actothis creative talented idealist was loved

by all asGuruji. His contribution to the enrichment and development
of Art in Assam through his school Rang-ghar and |atew Art
School, in Nalbari, is beyond words. He was the undisputed father of
the art of scene- settings, art and painting departments in the mobile
theatres. He could create magic within the limited facilities available
and make possible what seemed almost impossible. (Sakma,P

Personal Communication. July 07, 2017).

Cultural activist and businessman,./@opal Jalan, (49 yrs) in his
interview saidwithoutAdya Sarma creativity it is impossible for us
to imagine the stage of the mobile theatre. He had all the skills to
bring alive the mobile theatre stage. He could anticipate very well
what kind of artistic innovations the audience would like to see on

stage. He understood people. That is why he is cdliezhsilpi.

104



What his creative genius did for successive plays for the mobile
theatre inAssam, would have been probably unthinkable for many
renowned artists of the world. He was in no way any less than ten
other world famous artists. He never craved publicity and that is why
most people think he was just a stage aMi&t.have failed to give

him the recognition that was due. (JalarR&sonal Communication.

April, 02, 2015)

Mr.Atul Mazumday (72 yrs), mobile theatre critic and writeamented that this man
of exceptional creative genius, who dedicated his entire |&et @nd its development, has
never been considered by the State government to be nominated for the Sangeet Natak

AkademyAward (MazumdaA. Personal Communication. July 15, 2016)

Mr. Ratan Lahkar(70 yrs)producer of Kohinoor reminisced during his interyiew
Titanic was the best creation Aflya ka’s artistic life. It has left him immortalized in the
annals of stage history éfssam. He was a persona without any comparison. He was
unique. He did not save a single penny for himself and yet, he was rich beyond imagination-
rich with the love of the people. His talent and artistic genius was unbelieflzdidar R.

Personal Communication. Mg32, 2014).

When | went to watchitanic staged by KohinooFheatre, | was not particularly
excited because the Hollywood blockbuster was fresh in mind. But when the play began

and the scenes unfolded, Mames Camerasmimega movie faded awaydya Sarmas
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exceptional stage creations under the direction ofHédmanta Dutta brought the stage
alive. That scene where the helicopter lands on the deck of the ship was unbelievable!
Again, when water gushes into the ship after it hits the iceberg, people forgot they were
watching a live stage presentatiofthius wrote Mr Kamal Medhi, a mobile theatre

connoisseu(Medhi, 1998)

An important comparison between renowned light and stage settings expert from
Kolkata, Mt Tapas Sen anilir.Adya Sarma has been brought up by eminent scholar of
Assam Mr. Udaiyaditya Bharal{(2015)who writes, Do we Assamese know that two
decades befor€apasla created sensation on the theatre stage of Kolkata, in Nalbari and
its adjoining areas, desrranhuge serpents opened their hoods, @adidaflew on stage?
These were events of the fifties. In 1963, the miracle that the audience had seen in the
NatarajTheatre presentatiolBeula has remained unfgettable. Lateron the stage of
KohinoorTheatre, the sinking of thBtanic was unbelievableThe great artist who made
all this possible wasdya Sarma. He was a genius but never got the proper facilities to
showcase that geniudle all know about MrTapas Sen, but how much do we know about
Adya Sarma?t8lwarts like Dr Bhupen HazarikaBishnu Prasad Rabha, Shobha Brahma of
Assam and eminent artists\Wed Bengal like Jamini Rognd Ram Kingkor Baiz recognized
him for what he was and thereforedquented his dilapidated house. But we,Aksamese

people do not knowwhat we should have, about this great nfpp13-17)

Some of the other names who have contributed immensely to the field of art direction

in mobile theatres from its inception include alphabetical ordeMd. Abdul Majid, Mr.
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Ajit Das, Mr. Anil Boro, Mr. Anjan Barua,Mr. Biren DasMr. Brajen KochMr. Chandan
Chutiya,Mr. Dhiren DasMr. Gobinda Choudhuryr. Golok SahaMr. Harjeet Singh

Md. HarunAli, Mr. Hemen DasMr. Joon DekaMr. Kalpa KakotyMr. Khagen Das,

Mr. Moon Baishya, MrMridul Boro, Md. NuruddinAhmad Mr. Ranjit Shil, Mt Paplu
Papul,Mr. Pramathesh Chakrabortyr. Pramod KakotyMr. RajibAhmad Mr. Rinku
Baishya Mr. Rupak DasMr. Rupen Dasgt al .The buzz is making rounds that Kohinoor
Theatre will be experimenting with 3D in the next theatre season 20Thd &legraph
09/07/2016)Innovation has led to transformation of form, content and presentation styles.
It is a feat in itself that in this age of hi-tech cinema, television, internet, etc., mobile theatre
has been able to not only sustain but also establish itself almost as an alternative to cinema
industry inAssam.This journey ofAssamese theatre which was started by Srimanta
Sankaradeva with hiShihnayatra in the 15th century has been a vibrant process which

will continue to bring in new transitions in the future.

3.10 Management Matters

Though it is the Producewith the help of thAssistant Producewho looks after all
aspects of the theatre, there are the posts of the, Overall Plaanmexdrik Parikalpang
the SecretarySampadak the Representativ@iatinidhi) and the OrganizeBfabasthapak
who actually look after the management aspects. Like all other employees of a mobile theatre
these posts are also contractual for nine months, but in many cases it has been seen that the

persons in these posts have continued working in the same theatre for years. This is because
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the most important requirement of these posts is experience. The Overall planner is present
in the theatre on behalf of the Prodyasgho may not be able to devote full tinfehe
Secretary works in close coordination with him, discussing all matters. The Representative is
more or less the Public Relation Officer though many theatres do not have this post anymore,
while the fourth post in this hierarchy is the Organizer who may be assisted by one or two
assistants. The duties and responsibilities are clearly chalked out for each post. Collection of
money payments, venue bookings, lodging, food, solving all kinds of problems, not to speak

of emegency etc., has to be taken care of.

One of the most important aspect of management in a theatre is its successful marketing.
Every theatre group presents shows in about 77-79 venues in a theatre season and these
venues are decided and booked from about October-December (for next mobile theatre
season) till the beginning of rehearsals in June-Jhlg is where the Inviting Committees
come in and enters into an agreement with the theatre on a proper stamp paper and payment
of an amount as advance after bargaining over the terms and conditions put forth by the
Secretarywhose skill and experience is tested h&neumber of factors are kept in mind
by the Inviting Committees also when they decide to invite a theatre, like- (i) the reputation
of the theatre itself, (ii) the ‘staartist for that season, (iii) the kind of business done by the
theatre during the previous season, (iv) the playwrights and the plays, e.g., noWalupe,
Bhattacharya is almost a must for writing dramas for all mobile theatres and (v) thes public’
response to the theatre group. Ramen Sarma (55 yrs), Secref@gnkardev heatre,

2015-16 informed, the Secretary of the theatre carries out the responsibility of the Marketing
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Manageri.e., book the venues by dealing with the Invitation Committees. (Sarfi@eptonic
interview Decembefl6, 2016). In case of the reputed ¢category theatre groups, it is the
Invitation Committees who make a beeline to get agreements. But in case of ‘B’ category and
newly established theatres, getting bookings is a chall&€hgeis why many times they try

to cover up the time between two venues (if available) as well as earn some more by
performing in a fill-in-the-gap venué&his is an important responsibility of the Secretatyich

he must plan out properly with the Inviting Committee of the new venue.

Padma Chetia, (35 yrs), Secretf@yidabanTheatre, 2015-16 said, that, the Secretary
of the theatre also has the prime responsibility of keeping all accounts. For this, he needs to
keep the correct count of the agreed per day collection as well as the collection from the 2nd
show and 3rd show (if any) which comes from the sale of tickets through the counters or door
to door sale of season tickets (ChetidRétsonal Communication. DecembBr 2016). It
should be noted here that a season ticket is a ticket which allows the purchaser to watch all
shows on all three days of a theatq@gerformance in a particular venAgart from this, he
must also maintain a daily record of all payments made to every employee whether in advance
or per venuépandal)payment or on daijyweekly fortnightly or monthly basis as had been
agreed uporA per day expenditure account also needs to be kept for all kinds of daily
expenses incurred. Of course, for the auditing and Ind@xenatters, the theatres take
professional help of Charter@édcountantsThe final accounts record is usually completed
only at the end of the theatre season when the group returns to the base camp after nine

months. Most theatres engage 2-3 persons just for the proper account keeping. In some
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theatres the Secretary deposits all accounts to the Producer-owner after eagraneiaie (

that is, every three days.

Mr. Ramen Sarma, (55 yrs) further informed that once the agreement is signed with an
Invitation Committee, the Organizer with his assistants, must check that the Inviting Committee
has provided for(i) proper facilities for the advance pamyhich comes before the theatre
arrives, to prepare the auditorium and stage. These must have living quarters, cooking and
dining area, fuel (for cooking), potable water and hygienic toilets-bathrooms, (ii) proper
accommodation must be arranged separately for thé &test in a hotel, Guesthouse,
Inspection Bunglow or in the residence of aftueht person of that localityiii) proper
arrangement is made for the Producer to stay , (iv) accommodation for the entire cast and
crew of the theatre group, between 100-150 people, with separate quarters for the female
members and hygienic toilets-bathrooms, (v) whether conveyance facility is there, in case the
venue of the show is away from the provided accommodation, (vi) additional security
arrangement around the venue of the show to help the security people of the theatre group,
(vii) separate dressing rooms for the artists, facility to keep the make-up and costumes
properly (viii) a well-lit green room to put on the make-up withfisignt mirrors and a toilet
nearby (ix) electricity connection in the venue which should be checked properly by the
organizer at least a couple of days before the shghere no electricity is there, the inviting
committee must provide a generator and 20 litres of diesel per day for the shows to be staged
(X) proper seating arrangements in the auditorium with chairs, numbering around 1000 belonging

to the theatre group plus 500 seats in the galleries, additional seats about 400-500, can done
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by the Inviting CommitteéAround 2000 people are seated in a proper auditorium. (Sarma,
R. Telephonic interviewDecember 16, 20163 copy of the agreement signed between

mobile theatre units and theganizing committee has been gived\ppendix II.

3.11 Publicity and Advertising

In the earlier days, the theatres used to print a pamphlet called the ‘programme’ which
was rolled into balls and thrown into the audience to give information about the plays to be
performedAs written by Sarma, (2004), those chidhood memories can still excite us.Just
before the last concert someone from the puja committee would come on stage with lots of
coloured leaflets in hand.Then,those leaflets were rolled into ‘balls’and thrown to the crowd,that
went into a frenzy to catch those balls.At that age, we never understood the value of those
leaflets as advertisements or pamplets.And probably that is why till mughwateould
never gauge the abundant possibilities hidden in those coloured papers distributed before very

pala (pp.8-15).

Gradually with time this system of throwing ‘balls’ disappeared. Then came the fashion
when publicity of the mobile theatre was done by announcing the details from a vehicle, which
was decorated with posters, with the help of a public address system. This has not gone out
of practice completelyEven nowsome theatres use it to attract peopdelay the entire
advertisement for the coming season is based on the promotional songs, both audio and
video. Publicity entails quite a big expenditure for the theatre as it means engaging (i) a printing

house for the banners and posters, (ii) graphic designer¥/idi@p editors and editing
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studios, (iv) a still photographer and his studio, (v) Newspapers, (vi) Local television channels,

and (vii) publishing the souvenir of the theatre.

The following table 3.1 shows how mobile theatres, nowadays, outsource the
responsibilities of publicity for each season to various agencies. Nattiallgrocess has

made publicitynot only a very expensivefair but also quite competitive. Each party tries

to outda each othefFihe specific agencies may change each year for each theatre

Table 3|1: Outsourced agencies and theiresponsibilifies in mobile theate

SI.LNo [ Name of | OutsourcedAgency Agency’s responsibility
the mobile
theatre
1 2 3 4
1 Surya + K.D Computech / Destiny / « Printing Banners
Ma Sudio / Now-It:All in &PostersVideo

Guwabhati / Devi Parbati Offsgt  recording, editing,
Press Samata.Still Photography graphics
+ LocalTelevision & FM Radio | « Photographs for
» Wehsite/FacebhookANhatsapy publicity

+ promos, songs, interview
of Actors and Directors
« Information uploaded

2 Itihaas « Destiny:Guwahati + Printing Banners

+ Media Partner : DY 365 &Posters\Video
recording, editing,
graphics

« Photographs for
pllhlir‘ify
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1 2 3 4
+ promos, songs, interview
of Actors and Directors
« Information uploaded
3 Rajshri + ChoudhuryPrinters : Nalbari / Printing Banners
Destiny : Guwahati. &Posters\Video
+ Media Partner: DY 365 recording, editing,
+ Radio Partner : 92.7 BIG FM graphics
/ Gup-Shup Photographs for
« \Webhsite publicity
+ promos, songs, interview
of Actors and Directors
« Information uploaded
4 Rajtilak + Destiny : Guwahati Printing Banners
+ Media- Partner : NewsLive / &Posters\Video
Pratidin / Newsime Assam recording, editing,
« Radio Partner : Red FM / graphics
92.7BIG FM / Gup Shup Photographs for
« \\ebsite pllhli,r‘ify
« promos, songs, interview
of Actors and Directors
« Information uploaded
5 Hengul + DreamsFeatures / RedA Printing Banners
Studio / Gyanam : Guwahati &PostersVideo
+ Media Partner : NewsLive / recording, editing,
DY365 graphics
+ Radio Partner : 92.7 / Photographs for
Gup-Shup publicity:

Source:Managerial & Economic Aspects of Mobile ThedEstablishment of Assamnpublished

promos, songs, interview
of Actors and Directors
Information uploaded

thesis, Mousumi Devi, @, Commerce Department, 2016.
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Theatre connoisseur MRabendra Kumar Das (72 yrs), a retired bureaucrat, feels that
one particular aspect of mobile theatre which has never really received much attention is the
importance of the souvenirs (mouth piece of the theatre) brought out by the theatre groups
(pp-90-93). MrAtul Mazumdar (72yrs) mobile theatre critic and connoisseur in an interview
with this researcher informed that the first theatre that brought out a souvenir was Kohinoor
Theatre in 1976, namd€hrani (MazumdayA. Personal Communication. July 09, 2013).

It is still published every yeal he souvenir not only gives information about the particular
theatre, its plays, people associated, schedule of performance for the entire season, etc., but
also carries various articles and write ups on theatre or relevant social issues. These souvenirs
provide important material for research work on theatre. But many times, it is seen that
articles are repetitive and some are written just for the sake of writing. The producers must
understand that the souvenir is an important treasure as it reflects not only the theatre but is,
also a contribution to the literature on mobile theaseuritten by Sarma, (2004), compared

to the amateur theatre groups, the mobile theatres have an advantage as far as the sale of
souvenir is concerned. mobile theatre runs for a period of at least six months in various
corners oAssam.The well established theatre groups are generally packed houses.This is a
great opportunity for ‘pushing sale’of the souvelfithis can be done, the mobile theatre
souvenir can have a permanent market. These souvenirs should be taken up as literary work,

instead of temporary means of collecting advertisements (pp.8-15).

Unfortunatly the theatre groups themselves have not cared to preserve the copies of
their own souvenirs of all the earlier yedrsompilation of the souvenirs of fiifent theatres,

every five years, if done by tARAMTPA, will definitely lead to the creation of a rich treasure
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house of information on mobile thea#@other step that can be taken to improve the quality

Of The souvenirs i 1o hold an annual competton for fhe 'BeST souvenir of the beTson.’
Table 3.2: List of souvenirs which ag/were brought out by some of the mobille
heatres
SL. No Name of the Mobile Theatre The Souvenir

1 Kohinoor Karani

2 Theatre Bhagyadevi Sangeeta

3 Abahan Rangabedika

4 Hengul Hengul

5 Indrani Rangarupa

6 Bordoisila Aamaar Bodoisila

7 ltihaas Itihaas

8 Srimanta Sankaradeva Manikut

9 Mukunda Nirmali

10 Brindaban Brindaban

11 Rajtilak Rajtilak

12 Ashirbad Ashirbad

13 Surya Kiran

Thesouvenirs listed above in table 3.2, are only of ten very popular acelssfid mobile

theatres. Every mobile theatre group brings out such a mouth#sduas been mentioned above,
the souvenir is a record of the mobile theatre for every se&sasnch, it is very important that

the souvenirs are brought out seriously and the standard of the material published therein is
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screened propethif preserved chronologically with care, a souvenir can become an immensely

valuable source material for any scholar studying mobile theatre.

3.12 Food andTransport

Prior to the beginning of the touring season, for about a month and a half or two,
intense rehearsals are done in the respective camps. Light, sound, music, actors, technicians,
everyone must be in perfect sync because it is a live performance and no retakes can be
given. Each camp has an office, a rehearsal hall and lodging for all associated with the
particular theatréd well-managed kitchen caters to the foblde smooth management of the
mobile theaters can be a lesson for students of management. Catering to around a 100 people
on a daily basis is not an easy task. Breakfast, lunch, tea and dinner everything is provided
for every single employee of the theafrdauge dining hall, with the required number of desks
and benches, is where everyone eats togdtheikitchen has a total of 5-6 $t@fook plus
helpers)Talking of food, the theatre has to feed its employees during the nine-month touring.
Every night after the shqwhe cast and crew dine together which is cooked in the venue itself.
Breakfast and lunch too, is provided in the accommodated lodgings. ‘The entire expenditure
on food varies from theatre to theatre. For our theatre, about 7-8 lakhs covers it’,.says Mr
Ramen Sarma (55 yrs), Secreta®ankardeviheatre, 2015-16 (Sarma, RI&phonic

interview December 16, 2 016).

When the travelling starts, the entire set up has to be moved right from the auditorium,

in a gigantic tent, that can seat 1500-2000 people, the same number of chairs, wooden planks
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and bamboos to set up the stage, stage-settings, costumes, lights, sound equipments, music
instruments, the entire kitchen, beddings, etc., are loaded on 4 to 5 trucks, which belongs to
the theatre group, or are hired sometimes. The people travel by bus to the destination. It is
amazing that in spite of the long distance between two venues there is no break in the
schedule of the theater group. This is because most of the theatre groups own two sets of
stage-auditorium settings which can be sent off in advance for the required preparations. The
others fix up dates keeping all logistics in mind. In their above mentioned interviews, while
Mr. Ramen Sharma (55 yrs), Secret@@gnkardeviheatre quoted the expenditure on
transportation as Rs.18,22,000/- in a season that covered 78 venuesdia Chetia (35

yrs ) SecretaryBrindabarTheatre, 2017-18 quoted a sum of Rs.22,80,000/- while covering

79 venues.

3.13 Economic Matters

When we talk about the mobile theatre structure, we can compare it to any other
industry This is a industry Bhattachary015)writes that since 1963 at least 200 mobile
theatre groups have been formed\gsam(pp205-211). At present around 40 mobile
theatres are fully active ltsssam . From\ugust toApril these groups perform about 500
shows. The mathematics is cleamonths, i.e, 270 days, 3 plays per venue with 2 shows
each dayi.e, 6 shows per venue (3rd show is exceptiofalls, 6 shows in 79 venues
adds up to 474 shows. If 40 mobile theatres are actively performing, that means 474 x
40=18,960 shows are being performed every yeAssam.This is surely unparalleled

statistics in the entire world. In a state (not country), every year nearly 19000 plays are
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being staged. If on an average 130 persons are taken to be associated with every mobile
theatre, and we take 40 numbers of mobile theatres as actively functioning rigtitergw
130x40=5200 persons are directly employed in this indusgain, if we assume that of

the average 130 persons employed by each theatre, has an average family of four members
each, then, 130x4=520 people are sustaining from one mobile theatre, and 520x40=20,800
persons are being fed by the mobile theatréssédm as a whole. In todaytimes, when
employment is not very easily available, this is a major contribution of mobile theatre to the
socio-economic set up #ssam. Since skill, and not, educational qualifications matter
here, it gives opportunity to such people who would have otherwise remained unemployed.
From here, we can now look into the economics of mobile theatres. Where does the
money come from? What is the budget for a season? How much earning is generated?
What are the expenditures? What kind of profit are we talking about? What is the share
of the inviting committee as against the producer? These are questions that will help us

understand mobile theatre better

Apart from a bank loan which a producer can avail, help from friends and,faisily
most important source of investment for the season comes franvitreg Committees in
the form of advance payment, which is agreed upon through a formal contract. It must be
understood that there is no fixed rules and regulations in the mobile business. So, this
advance payment varies in the market. Pa{gbD9) haspointed out that the mobile
theatre ofAssam can be established as a ‘Human Industiyaralleled in the worldo
understand the accounts of its income-expenditure, 10 mobile theatre groups can be taken
as model. 10 groups mean around 1000 employees @ of 100 per theatre. Each established

118



mobile theatre performs 230-240 days in a season and such a theatre has a seat capacity
of 2000 per showEach group earns about 90,000/-1,00,000/ rupees per 1sttaiw

means 10 groups collect 9,00,000/ rupees, which when multiplied by 230 1st shows
amounts to 20, 27,00,000M&nty crore twenty-seven lakh) rupe@sth this amount, if

we add only 100 2nd shows we have an additional 9,0000000/ (Nine crore) rupees. Thus,
the total collection of 10 theatre groups in a season would amoRs{@®,27,00,000/
+9,0000000/=29,27,000001Twenty-nine crores twenty-seven lakpp.100-102) If

we assume that 4@obile theatre groups are actively doing business, one can easily
calculate the amount of money we are talking about. Keeping in mind this huge economic
dimension, there is every reason to demand that the government should recognize mobile

theatre as an industry for its long life.

Now, nineyears later from Patgig’above calculation, for the season of 2017-18,
Abahan Theatre is charging 2 lakh rupees per committee whilemuiske theatre
groupsare taking 1.50akh rupeesThis was informed by MiJon Barua, Secretayy
Chiranjeebrheatre2016-17 Barua, JTelephonic interviewDecembel 7, 2016). In its
itinerary, a theatre performs in 77-79 venuBsat meanébahanTheatre has a collection
of 200,000/x 79=15, 800,000/ rupees to invest. This is from the advance payment. The
rest of the payment has its own equation. Trhating Committee must pay a fixed
(agreed) amount for the first show of each everfiog 2017-18Abahan has chged
Rs.1,26,000/ per 1st show each eveningvery venugwhich means Rs.1,26,000/x

79=9,95,4000/. In addition, the 2nd and 3rd show collection is usually divided between
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thetheatre and Invitatio®ommittee on the ratio of 70:30 or 65:35. One must also

understand that a season of nine months also entails huge expenditure.

3.14 Marketing

According to the Oxford Compact Dictionamarketing literally refers to ‘activity or process
involving research, promotion, sale, and distribution of a product or service’ (p.430). Mobile
theatre is ‘producthat needs marketing/ithout proper promotion, and sales, this ‘product'will

not sustain.Mthout the oficial stamp of an industyynobile theare is still functioning like an
industry Bread and butter for hundreds of people come out of this ‘industry’. Thus, when we
talk about marketing of mobile theatre, it is a process that begins with the choice of the most
‘saleable’plays to the fiercely competitive publicity driVle ‘stafartist component has also
become a major part of the marketing strgtbggause, bigger the stbetter the business.
Moreover the Inviting Committees also invite the mobile theatres on the basis of tha# ‘star

the season. Referring to marketing of theatres, Richmond (1990) writes, touring is the only
means by which a substantial profit maybe realized by a thegar@zationAmong the many

ways in which theatre organizations produce revenue, the most common is through ticket
sales. Many amateur theatres distribute a special souvenir program, which they usually print
once a yeail he program is filled with advertisements and often include short articles about

various aspects of theatre in general or historical information about the group. These programs
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often provide a substantial income for organizations that would not survive on ticket sale

élone.Th

e advertisements are used as a tax

pbservation of Richmond fits in with mobile theatres marketing as well.

deduction by the contributors (pp.432:434).This

Mgbile theatre, as is clear from the above, is big business and this beconjes even

more cle

Al SUCCES

ar from the latest data given below

ssfuhobile heatre group, Brindabar

which has been collected by the scholar from

Theatre, in its sixth year of business

Table 3.8 : Annual income of Brindapan Theatre(2015-16)
SI.No.| Total number of venues a year | 78 venues

(Average)

1 Advance taken from each venue | Rs.1,50,000/

2 Advance Collection from all venugs 78 @ Rs.1,50,000/= Rs.1,17,00,000/

3 Total number of shows per year | 156 @ of 2 shows per day
(Average)

4 Income per show (1st + 2nd ) | Rs.1,00,000/(fixed)+70:30

5 Income per day Rs.1,00,000/ +70,000/= 1,70,000/

(fixed)

6 Total income per venue ( 3 days) Rs.1,70,000/x 3= 5,10,000/
(Maximum, assumed)

7 Gross Income from 78 venues in  Rs.5,10,000/x78=3,97,80,000/
9 months

8 Net Income (after advance Rs.3,97,80,000/- 1,1,70,000/

deducted from gross income)
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The table 3.3 above shows th&2md show takes placéhe collection igdivided

Letweer

) thenobile heatre andniviting Commit

teeat the rab of 70:30 Assuming that th

e

enues

had 2nd shoearning Rs.1,00.000/

er shahve mobile theatre gets Rs.70.(

00/

uch,

as obee

eVery Se¢

excluded rom the Income calcul

pason. It must be mentioned here, t

oplle thealre earns a nuge sum or m

nat the table above is specific to one

ney

particular

theatre In one season. But, from it, we can gt a fair idea of the income of the entir

e mobile

nheatre

NAuSTry (if We may Use the word).

Table 3

4:Annual expenditure of Brindaban

theatre(2015-16)

SI.No.| Head of expense Amount in Rs.(for 9 months)

1 Director - playwright 3,00,000/--

2 Music Director 5,00,000/

3 Art Director 5,00,000/

< Chrsresgrasher -t 20000 e SoRe:

5 songs1,00,000/
5 Strgers:@2-tmale;Hemalefregul £06- =226, .
Guest singer: song: for 5 song<:,00,000(average)

6 Dancers: 6 male,6 female @8000/per head/montB;96,000/

7 Instrumentalist (5)+Assistant(1) 9,50,000/+72,000/0,22,000

8 Transportation+ salary + fuel 22,80,000/

9 Food+ salary of this dept. 21,03,000/

10 Make up stuff + costume designert 1,00,000+3,00,0004500,000/
11 Light + sound (salary of technicians) 12,322,000+ 3,14,00045,46,000/

12 Auditorium and stage 16,11,000/

(salary of manual workers)
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13 Publicity (Printing Banners, 20,00,000/
Posters, SouveniPhotoshoot,
Videorecording, Graphics, Electronic
and Print media ads., etc.)

14 Miscellaneous 15,00,000/

15 Total 1,51,78,000/(One crore Fifty one
lakh and Seventy eight thousand)
only

SourceAll data has been collected during Field@®/ from the Secretary of Brindaban
Theatre, Mr Padma Chetia (35 yrs).

Table 3.4 above shows the expenditures incurred by Brindddesatre in the year 2015-

16. It is clear from the table thatst as the income is a substantial amount of mseeis

the expenditure of the theatre.

Difference between the income and expenditure of Brindaban theatre for the year
2015-16, thus stands at, Rs.3,86,10,000/-Rs.1,51,78,000/=Rs.2,34,32@0C¢feT hirty
Four Lakh andrhirty Two Thousand) onlyThis is big money indeed, but as mentioned
above, this is not uniform. The well-established mobile theatre groups can arrange such huge
budgets banking on their experience and reputation but what has been termed as dangerous
by many theatre connoisseurs, is the fact, that in the recent years, many people have suddenly
turned into mobile theatre producers without any understanding or love for the medium. This
is the black money brigade whose sole purpose is mdhege people can dish out any
amount to buy the ‘staartists, without whom the ganizing committees hesitate to invite the
groups. Economic benefits must have a proportion of justice as well. The equal hard work,

if not more, done by a regular theatre artist earns him/her not more than rupees 3-4 lakh
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in a season whereas a ‘stazan demand rupees 50-60 lakhs. Is this fair?
Mobile theatre is a business venture and the producer must think of profit if he has to sustain
the hundred plus people and their families who depend on him. But this unhealthy development
Is not at all encouraging for the future of Mobile Theatre. By properly planning the yearly
remuneration for the mobile theatre producers and artists, monthly salary of the various
employees, provision for bonus, arrgmovident fund, pension after retirement etc., tageS

or Central government can set an unprecedented example in the world. It may be mentioned
here that théssam Legislativéssembly has passed the Mofileeatre (Regulation &Artist
Welfare FundAct on 2010 and it has been issued for public information on 7th September
2010 in the dfcial GazetteThisAct has been discussed in the subsequent chapter of this

research work and a copy of the same has been givepandix Ill.
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CHAPTER IV
PROBLEMS AND PROSPECTS OF

MOBILE THEATRE

Culture is transmitted from one generation to the next, and in this process a culture
discards some of the elements and acquires some new traits. Mobile theatre has become an
integral part oAssamese culture and in this art form also we can see many additions and
omissions. Irits journey of more than fifty years, this popular form of performing art has seen
many changes. From the trend of mythological and historical plays, to social plays, to staging
of plays based on stories from foreign land and cinema scregfiplayuse of minimum
technologyto this age of technical gimmicks, from a time when ‘glafridmot mean costly
movie stars to this dayhenlnvitationCommittees first check on the ‘startists before inviting
a theatre, the changing attitude of the audience Naithing but change is trteve have all
heard this saying and keeping in mind this truth, it is only natural that with time changes have
come into mobile theatre as well. But, the question is, the kind of changes that have come in,
are they positive or negativA®e these changes taking mobile theatre forward? Have these
changes contributed in developing the aesthetic quality of mobile theatre or reduced it to a mere

moneymaking commodity? This chapter seeks to look into the problems and challenges that are
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being faced by mobile theatreAssam today and how these are being dealt with as well as
the prospects on which it can bank upon for a secure future.

To conduct the study of this chaptiee SWOTrramework has been putinto use .

4.1 Globalization and its impact

Barua (2015) opines that plays are of two types- one, a couple of hours time pass
which has no impact on our thoughts and two, those plays which compel us to think, brings
up many questions and issues and stays with us for a long time after we exit the auditorium.
It is a sad truth that todasnost of the plays staged by the mobile theatres belong to type
number one- a complete package that has all the ingredients for full entertainment and the

value for money (pp.14-18).

This trend came into mobile theatres post 1990 with the concept of globalization.
Acharya (2004) has stated globalization refers to the growth in international flows of goods,
services and especially capital that has taken place since the. Batieen 1990 — 2000
some important developments took place as a result of globalization that changed the world

forever are-

1991 : Cable and satellite television comes to India following the Gfalf

1991 : Free market restructuring carried out under the tutelage of the International Monetary

Fund and th&Vorld Bank.

1992 : The launch of Ze&V and $arTV.
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1992 : The government greatly liberalized the requirements, resulting in a great increase in

foreign films being released domestically

1994 : NorthAmerican FredradeAgreement (NAFA) passed.

1995 : VSNL introduced Internet services in India.

1998 : India conducts nuclear tests (p.15)

As a result of these developments mobile theatres post 1990 has had to face a threat
from satellite television and cinema, which became easily available. So, it was felt by some
that the package now offered to entice the mobile theatre audience had to be a complete

entertainer

4.2 Challenges to Mobile Theatre

Based on the above background, we will discuss the challenges faced by these mobile
theatre groups emerging in the post globalization times. In fact, solutions and challenges will
be considered both from the point of view of the society and the theatre groups. Bhattacharya
(2015) says, in this age of Hi Fi technology when peoples’ aspirations regarding entertainment
is becoming very high due to the availability of internet, social networking media, dish antennas,
different kinds off V channels, the fact that the mobile theatre groupssdm are not only
surviving but has also surpassed the popularity of cinema and compact discs (CD) really
deserve acclamation. Though started long ago, in 1935, and though it has earned several

recognitions at national level, yet thagsamese cine industry is still striving for survival (p.208)
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The mobile theatres #dissam are running successfuitp doubt, but in the long run, how will

they deal with the threats arising from:

» presentation of the current type of ‘filmy’ adaptation of plays with no new experimentation;
« stiff monopolistic competition;

+ over -dependence on glamour stars;

+ growth of a ‘Syndicate syndrome’;

« unchecked emergence of new mobile theatres;

« entry of black money;

+ lack of emergence of new acting talent;

« lack of adequate playwrights;

« constraint of space;

* non-industry status .

Challenges are not new to mobile theaffegy have adapted themselves accordingly
The variation in subject matter of the plays chosen over the years, shows how they have
tried to keep in mind the changing taste of the audience. Bhatta¢@@iggfurther adds,
that when thgatrasfirst came intcAssam from Bengal, they staged stories from mythology
and history(p.209). Mobile theatres, as the new improweatar (incarnation) ofatra,
initially followed suit and then, gradually with time, shifted to the social plays, which became

very popular Some such plays wereana Pratap, Shakti Singh, Baji Rao, Jayadeva,
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Dhatri Panna,Avaja Devi, Basaspati, KalapahaMewar Kumari, Kundil Kunwari,
Chandragupta, Niyatidkalor Desh, Dharar Devatatc. As time flew and theClassis
became hugely popular in television, mobile theatres also experimented with adaptation of
classics likeMrichchakatikam Mahabharata, Ramayan&leopatra, llliad, Odyssey
Ben-HurHamlet, Othellogtc.With globalization coming in, they started staging hollywood
and bollywood adaptations liKgtanic, DinasararAtanko,Abuj DaraAchin Kaing

etc.

() Lack of Dramatists/Playwrights

There was a time when only a few mobile theatre groups were tiAesaim and just
four or five playwrights wrote plays for these groups. One or two plays were written that gave
the audience a fine taste because it reflected a sense of social responsibility through the story
the characters and the dialogues. Since the target audience was the rural masses, these plays
could establish a connection with the viewer who found their own society and life on stage.
Times changed and new playwrights came out who, on the plea of changing interest of the
audience, began to dish out copies of Hindi, Bengali or South Indian movies or other translated

works, in the name of play§his has become the norm in mobile theatre.now

An even more dangerous and unfortunate fact is that,ttiaagntire mobile theatre
scenario has come to depend on, basicatlg dramatist, MAbhijit BhattacharyaWe
acknowledge MrBhattacharya hard work, but is it possible for one man to write 15 to 20

plays in a yeaand that too, every year in successiohia must be an unprecedented feat
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anywhere in the world in the history of drama and theatre. Every mobile theatre worth its salt
must have one play written by MBhattacharyal'he question is-why?! Has thssamese

cultural world become so poor as far as dramatists/playwrights are concerned? No wonder
the quality of mobile theatre plays staged has plummeted so badperson works under

this kind of pressure where he has to churn out more than a dozen plays, where is the time
to even think about any kind of quali#8 remarked by a particular produaem the request

of anonymity ‘today if Abhijit Bhattacharya decides to stop writing plays for mobile theatres,

the entire set up will come to a standstMir. Abhijeet Bhattacharya penned 18 plays for

10 mobile theatre groups during 2016-17.

Table 4.2:Abhijeet Bhattacharya’s plays written in 2016-17

[ SI.No Mobile Theatre Name of the Play
Group
1 | Sudarshan Theatre i. Badmas Suwali
2 Rajashree Theatre ii. Kalangkini Nayeekaiii. Jeevan Sangran
3 Brindaban Theatre iv. RomancevRaj Attalikavi. Rajanigandha
4 Bordoisila Theatre vii. Koydi
5 | Chiranjeeb Theatre viii. Dhuniya Suwalijoni
6 | Itihaas Theatre ix. Circusor Suwalix. Duranta mik
7 | Kohinoor Theatre xi. Radha ebar hanhi de
8 Rajtilak Theatre xii. Mahatmar Sokupanixiii. Dangor Dada
9 | Abahan Theatre xiv. Ma Kalixv Morom Diya Muk
10 | Theatre Surya xvi. Bodyguadxvii. Tejyoputraxviii.
Mantri Mahoday

Sourcefile:/// D:Mobile Theatre Season 2016-17_Complete Guide-Axomiya.html
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The above table, 4.2, is proof of theholy trend that has come into mobile theatres,
the monopoly of playwriting clubbed with direction. Is this humanly possible for one single
person to churn out 18 original stories in one season? No wonder the mobile theatre plays have
become the cut and paste ground from Hindi, south Indian and Bengali movies. In the SWOT

analysis,this can be counted as a major weakness of mobile theatres.

Recently in an interview in a private local television channeBHattacharya himself
announced that in the coming season, th&(d47-18, the number of plays that he has
taken up to deliver in various mobile theatre units, has gone up(f@R4ision Programme.

May, 05, 2017.8 p.m)he question that automatically arises here is, is it really the dearth
of playwrights or is it a lobby system which is managing things in their own way for their
own gain? Is this a positive trend’hoticeable fact here is, as mentioned in the discussion

of the connection between literature and mobile theatre, a stalwart of Bhabendranth Saikia’
stature, penned 26 plays in his entire career of 22 years with mobile theatrébhhdet
Bhattacharya writes 24 plays in one yéarconnection to this trend that has come into
mobile theatre, Bor2017)has written that, the mobile theatreéAsam has been shadowed

by the ‘syndicate’ system. Since the last couple of years, we have been hearing about this
from the various artists and workers associated with mobile theatres. Buthegtehatter

IS being openly brought out in the various discussions as well as write-ups and articles on
mobile theatre. Who is running thsyndicat&? Where and how is it being run? It may
sound unpalatable, but some producers are responsible for this. They shoulder the

responsibility of thenmobile theatres yearlong budget in crores of rupees, but they cannot
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take independent decisions on how to plan and go ahead. This is done by the ‘third party’.
From the so called ‘stato the cook, the salary of the artists-workers, which play will be

staged on the second evening, etc., everything is decided by the ‘third(pa#y.

In the last few years, some people of doubtful credentials are emerging in the arena of
mobile theatres as produceksnong them, if someone is related to land-mafia, someone is
a corrupt police officer or a former extremist. These are people who never had any connection
with mobile theatre or the cultural field as a whole. They are not here to earn more from the
mobile theatres, it is a means of turning black money into white and, to gain a status in the
society Since they do not have any knowledge about mobile theatres, they have handed over
the reins to the ‘third party’. This is how the syndicate reign is now running. It is important
to note that some of the so called “stattists are contributing to, and instigating this syndicate
system indirectlyThese people, for their own benefit, resort to unethical means by towing the
lines of the syndicate mafian established cine aciawho had been in mobile theatres for
three years earligwanted to go for mobile theatres again and went to meet some producers
in this regard. But, apparentlye was told, ‘please go and talk to ‘so and so’. He knows
everything This actoy (on conditions of anonymity), lamented, ‘after working for so many
years in cinema, serials and drama, nimvwvork in mobile theatres again, | will have to

request ‘someone’ else?!’

This is apparently the real picture of the mobile theatre world hetvas the syndicates
for various commodities has led to the benefit of only a certainvibie weakening the

economy of the state, similayyhe syndicate in mobile theatre will benefit only a certain
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section of spineless opportunists, while ruining this induBiry mobile theatre ticket prices

are rising rapidlyThe producers are under immense pressure to stay in thhie the

‘stars’ have nothing to lose, the other artists, technicians, workers etc., are mostly neglected.
Forget about an increase in salanany at times they do not get even their proper dues.

There is no one to raise voice for them. This is not a very good sign for the mobile theatres.

It is high time the producers realize the consequences of this trend, which they will have
to face very soonThis has led to staging of plays which people cannot connéssiamese
literature is a treasure house. Why cannot our playwrights script plays from that treasure
house? Of course, here, one would need to understand literature which again, is not&veryone’
cup of teaAnother solution could be re-staging old origidasamese popular playhis will
not only revive the old plays but also stop the plagiarism from English, Hindi, Bengali and the
South Indian movies. There are several other names in the current list of dramatists/playwrights
in the mobile theatre arerf@ranged in alphabetical order for convenience alone, it includes
Mr. Avtar Singh, renowned veteran playwright, @hampak Sarma, MHemanta Dutta
another veteran stalwart, Miillol kr. Pathak, MrMridul Chutiya, Mr Pranabjyoti Bharali,
Mr.Pol.chAzad, Mt Rajdweep, MBatish Das, MiShyamsundar Jalan, et Hhe problem
of shortage of playwrights is directly connected to the fact that too many theatre groups have
come into existence now is a classic example of demand and sugplgys will have to
be presented if a theatre has to live, and that too, plays that will be commercially successful.

so, naturallythe bet is put on the best horse.
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Put into the SWOT analysis, this lack of dramatists/playwrights can be termed both as
a weakness and a threat, because, lack of dramatists will mean more ‘cut-paste’ stories lifted
from various sources.This will obviously weaken the quality of mobile theatre fuwthitr

the threat will be to the very survival of mobile theatre.

(b) Where are the Play Directors

Bhagawati (2015) has said that a dramatist with his creative thinking writes a drama
while a director presents that creation on stageny, understanding the emotions of the
dramatist and two, adding his own vision as a direBoth are people who remain behind
the scene. There is a lot of difference between the presentation of amateur theatre and mobile
theatre. The dramatist and director of the mobile theatre is answerable not only to the
audience, but also to the theatre group. In mobile theatre, a director has to complete 3-4
plays within one and half month time for presenta#idtiough this sounds impossible, this

is what is going on in the mobile theatres (p.13)

Once, the most important post in a mobile theatre was that of a diteetas the
director who used to discuss every aspect of the play with the dramatist, producer and the
actors. Every theatre group had a regular direBlarnowadays this trend has changed- it
has been replaced by the dramatists/playwrights directing their own plays in spite of the fact
that they do not have much knowledge about the art of direction. Moremas most of
these dramatists churn out plays for the theatres, where is the time to concentrate on direction?

These dramatists-cum-directors take it for granted that since the actors in mobile theatre are
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professional, they will understand everything themselves, once the rehearsals begin. In a
couple of such rehearsals, as soon as the actors mug up their lines, the direction work is over
The result of such a trend is also becoming chkeeting is taking a backstage because
powerful theatre performers are not being brought out. Those actors and actresses who are
talented may be able to deliver from their experience but what about new artists who come
to the mobile stage? Who will teach them the fine nuances of stage acting other than a
director?A major share of the plays time is, therefore, killed with unnecessary song and dance
sequences which is neither required in the story nor of any appreciable standard. This unholy
trend is leading to the fact that togdaydirectors importance has gone down in the mobile
theatre. The dramatists have become self-proclaimed directors. If the ability to ‘act’ as a
major requirement is being compromised on, what will the director do ajiywag mobile

theatres?

Once again, according to the SWOT analysis, the gradual disappearance of the exclusive
play director is a major weakness as well as threat to mobile theatres and is probably one

of the prime cause of some very poor presenatations.

(c) Deatth of Acting Talent

In an interview taken by this researchdr. Jon Barua, 45 yrs, SecretaBhiranjeev
Theatre, 2016-17 said that, the mobile theatre arena today has become hostage to a handful
of ‘star performers on whose name the business is beinglrarinviting Committees insists

on the presence of these ‘stars’ to invite the theatre groups since their version is that,
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otherwise the audience cannot be attracted. This dangerous trend has benefitted only these
‘stars’ and no one else in the mobile set up because now they can demand atrocious amounts
as remuneration, which the producers are not only willing tdopéare even competing with

each other every yeaso that business is successiulis reminds one of the words of
Sardana (2012 ) who has writtémthe star-centric Bollywood films, for a particular time a
handful of male and female star actors had been and have been playing a dominant role in
mainstream cinema than in contemporary Hollywood system. The fees charged by the handful
of stars have been on the rise continuously and in tedaginstream films, such salaries

account for well over half the production budget (p.10)

What the producers should,tiy to hunt out new acting talents mobile theatre because
this is a performing art which is completely based on acingw generation of stage actors
is a very important necessity for the sustenance of mobile theatre in the loAginamg
story can be shouldered only by experienced and talented actors. Even a mediocre plot can
be taken to another level if the actors know their art compl@telgy one allegation against
mobile theatre is that playwrights are compelled to write plays keeping in mind the ability of
the actors. Unfortunatelyhose actors who belong to the mobile theatre world, but are not
glamorous ‘stars’, are accorded a secondary position and this has naturally created an invisible

line of demarcation, which, of course the producers.deny

Chakraborty(2015) opines for an actor three ‘®’are very importanthamely
determination, dedication and discipline. Morepitenust be a passion, not a job. Only then

will an actor have the inclination to educate oneself witiNtitgashastrg the ancient Indian
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treatise on drama, and the various other literature on theatlelve into language and
grammayunderstand various cultures, read up Rabindrdiaggbre, ganislavski, Brecht and
Shakespearest al An actor must keep in mind some duties like, understanding the play
properly before trying to portray the particular character given, to by-heart the dialogues and
understand every wowmlith thecorrect pronunciatis) avoid any unnecessary stammering and
pause, clean orgfeeth properjyexercise facial expressions as well as other free hand exercises.
It is absolutely essential for an actor to have good health, a flexiblegbsttigng clear voice,
realization, and observation capacity along with sincerity and good concentration power
good actor may not be a good direchut a good director must be a good aanly then

can he teach the actors what is actually requviéenlld famous directeactor Sanislavski
opined that actors are of three kinitie creative, the mimic and the owaator The creative

actor looks for inspiration to improve himself, the mimic basically blindly does whatever is shown

by the director and the over-actor just does that-aver unnecessari(p.16).

Analysed through SWQThe fact of the dearth of actors is again, both a weakness
and threat for mobile theatres, because actors bring to life a script penned by the playwright
and envisioned by the direct@iheatre is an actors medium. If the actor fails to deliver

mobile theatres will gradually fade away

4.3 Gimmicks Galore

Saikia (2014) writes that nowadays, more importance is laid on technical gimmicks

than the strength of the story of the play - flowing rivers, flying helicopters and airplanes, ships
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sinking, rains and vehicles running, dinosaurs romping all over the stage. This has led to the
difference between cinema and mobile theatre becoming Bisisean only technical gimmicks
make up for weak plays filled up with filmy song and dance sequences that has no connection

to, or necessity in, the plot? (p.23)

Mobile theatre cannot become cinema. Cinema is a completely different medium. The two
cannotand should not even be compared. But in tiagie to preserguper hig', the mobile
theatre producers are borrowing too much from cinema. The stories portrayed have no connection
to theAssamese society and culture, because they have been taken from somewhere else, simply
usingAssamese names cannot bring in the ethos of the stid¢aly ones understanding how the
irritating and absolutely unnecessary song and dance sequences stolen froocitnduizs to
the play at allTechnological gimmicks are fine as long as the story has such/shitssinking
in Titanic or dinosaurs running iDinasararAtanka,adaptatiorof the Hollywood blockbuster
Jurassic Parkhad justifications in using technological illusions. But most plays on the mobile
stage are infused with gimmicks just for the sakgnafick, which is quite funnmyand it contributes
in no way to the aesthetic quality of a pl&ohinoorTheatre isplanning to use 3-D technology

in the coming season. It needs to be seen how it will be done for stage production.

Looked through the SWOT framework, this can be analysed as a weakness, because
clearly poor storypoor acting, and poor quality of overall presentation, has to be made up
with something that will surprise and shock the audience while keeping them curious enough

to sit through the playhis is why gimmicks are being relied upon.
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4.4 Method of Publicity

Mazumdar (2015) has opined that a strange trend which has come into mobile theatre
is in the method of publicityarlier a play gained popularity after it was stagéwe audience
and critics gave it the certificate of being successful or a failure post-perforbiticee
or four plays taken up by the theatre group was of equal importance. Biheg@soducer
declares which play will be a hit with the audience and that too, while it is still in the rehearsal
stage. One particular play is the focus of all publidibe ‘recordstreated by the mobile
theatres are blatantly advertised on both print and electronic media to attract audience. If
entertainment tax had been levied on mobile theatres, will this kind of ‘records’ be advertised?
(p-21) This kind of publicity has deprived the audience from being able to choose which play
to enjoy For example, in 2014-15 season, Rajfllakatre staged two plays, namébaharani
(TheEmpress) andbhinetri(The Actress. For reasons best known to them, the producer
hyped upMaharani,which had nothing much tofef, so much, that people missed out on

Abhinetri which comparativelywas a far better production from all sides.

A huge amount of money is spent on publicity by the mobile theatre groups to attract
the audience. Promotion, like in cinema, and videos of songs are shown through the satellite
television channels and the social medma result, the ticket prices have also gone up.
Every theatre claims to have created ‘unprecedented records’ in the same year through their
publicity. Once again, the entire publicity is centered around thé fsteiormer with no

mention of the other artist&nother change that has been noticed is the coming in of the
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corporate houses with products like alcoholgenad masalgmouth freshner) being advertised

as sponsors before the show

The SWOT analysis of the publicity methods and results of mobile theatre shows that
inspite of the criticism that has been done, it is a strength, which has been utilised well to the
maximum benefit. This is the age of publicity and advertisement, so, to attract the common
people through glamour and media is but very natural. The tool of publicity is being utilised

in the same manner for all sectors, be it entertainment, product endorsement or even politics.

4.5 Keeping the Audience Enticed

Das (2016) says that since the last few years the advance booking system of the theatre
shows has undergone a change in the sense that many times this booking is not confirmed.
The reason being, fewer audierggsuch, the Inviting Committee collection is lesser compared
to their expense#& committee has to pay a fixed sum of Rupees 70-80 thousand to the
mobile theatre group for the first show of each evening. In this scenario, the Committees are
becoming reluctant to invite the mobile theatre groups. The theatres have to send their
representative to search out new venues for performance and in many cases have been
compelled to perform without any advance payment. Non-payment or less-than-agreed payment

by many Committees have financially harmed the theatre groups (p.5)

An associated cause for the above scenario is the mushrooming of mobile theatre
groups all aroundVith no knowledge of theatre management, new theatres are being established

by people with moneyAs mentioned earliepersons of dubious background or those who
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want to convert their black money to white, have started theatre groups. The increase in the
rate of tickets is another reason of fewer audience. This hike in ticket price is basically
because of the huge amount that the mobile theatre has to spend on the glamour artists as
well as on publicityAnother factor nowis the easy availability of the satellite television

channels for just Rupees 200/ to 300/ per month in the rural areas also.

Devchoudhury (201) states that a factor in this regard is that, in the present times the
producers of mobile theatre claim that it is the audience who wants these ‘circus’ type of plays
and that is why they are compelled to stage them (p.33). But is this true? Have the producers
been able to assess what the audience really wants? Immense publicity leads people to see
a particular play but most times they come out with great dissatisfaction. Media, and the so-
called critics, for their own interest, project a low standard play in such a way that the
audience is mislednd then, to label this as the ‘taste of the audieisagdt acceptable at
all because even the young generation has loved play#\$ikeat Jar Heral Sima
RudrasagarSwarnajayantiandAstapath etc.Another issue is that of remuneration of the
‘star artists. It has become an opengaaming gameWhoever can bid the highest gets the
most bankable stak ‘star artist is paid a huge amount and the audience hasfi¢o the
consequence in the form of enhanced ticket price. On the other hand, the same mobile theatre

employs many people for whom making two ends meet is still a headache.

Yet another trend which has come into mobile theatre is use of cine-scope and playing
recorded songs and music. Theatre is different from cinema and its essence lies in it being

‘live’ in every sense of the term. Why else would one go to a mobile theatre? Producers must
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realize that these new additions are in fact harming the medium more than helping it. The
producers will have to give special importance to understand what the audience really wants
and not make blind assumptions. Mobile theatre should not be presented like cinema. It has
its unique identity and that should be kept intact. The new generation of the audience should
be taught to appreciate theatre and not look for replicas of cinema. In the current trend of

plays that is being staged, this danger is becoming evident.

As per the SWOT analysis, the danger of losing the audience on account of the various
factors discussed above, is of course a big threat that mobile theatre facE@gayducers
need to address the issues and take care to find means of attracting more and more audience

of all age groups towards mobile theatre.

4.6 Government’s Role inThe Development of MobileTheatre: Has

There Been One

Richmond (1990) mentions, relatively little is known and virtually nothing is published
about the government support of theatre, or for that mattemny of the arts in India.
Considering the vast population of India, the multiple demands of contemporary and traditional
theatres, India political complexity and limited financial resources, it is no wonder that the
public has little information about the extent to which central and state governments support

the arts (p.435).

142



Talking about government blessings, it may be mentioned here, that Bollywood too, has
had to face the governmentipathy for a long periods Acharya (2004) statedespite its
popularity among the masses for its entertainment value, for a long time it did not receive any
encouragement from the government and leadership so much so that it had to traverse a period
of eight decades before it was recognized as an industry eligible for availing loans from financial
institutions. The state targeted it as a source of revenue by imposing excessive entertainment
tax and other taxes including on raw stocks and essential imports. Consedgeimigustry

had to fend for itself. (p.18).

Today the unique mobile theatre Afsam has established itself as one of the best
means of mass communication. Through hard work and discipline, it has taken drama, which
IS recognized as one of the most effective socio-cultural tool, to the various nooks and corners
of the societyApart from that, mobile theatre has been playing a crucial role in the economic
arena ofAssam, with each theatre providing means of livelihood to not less than 150 families,
thus contributing to social development. Consequemibpile theatre has carved a special
niche in the cultural world @gfssam. Howevein the last few years this medium has become
the focus of a lot of discussion and criticiSia.put it in another wayt is seen that certain
theatre groups and a section of artists-technicians have lost the sense of values that should
be there in a strong medium of mass communica®such, maybe the time has come that
the government ghssam should interfere in mobile theatrae theatre groups have also
been complaining that the government has always neglected them and this complaint is not
totally baseless'hough it is true that former Chief MinisterAésam, Sri Prafulla Kumar
Mahanta had exempted the mobile theatres from the entertainment tax, but theodadier
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or assistance has come from the government for the development or improvement of the
medium. In the last few years it has been noticed that a couple of mobile theatre groups have
gained the benefit of some advertisements and too, through some agencies who act as
middlemen. Naturallythe lions share of any profit is taken by these agencies. In 2012, the
thenAssam government had supported the implementation of ActeltheAssam Mobile

Theatre (Regulation adtist Welfare FundAct, 2010, which had been incorporated in the
Gazette notification as on 7th September 20&@ring the No. LGL/174/2008/18 copy

of the Gazette Notification has been attached in the appendBofitaining 25 sections in

all, this elaboratéct has provisions that would lead to better regulation of the mobile units,
curtail the mushrooming of mobile units, establishment éfrasts Welfare Fund for mobile

theatres. But how far thisct has been implemented is, of course another. story

Mr. Pulu Kr Sarma (55 yrs), editor ®tangabedikaannual souvenir oAbahan
Theatre, informed that in 1987 the state government announced two awards, one,
SahityachayaAtul Chandra HazarikAward (exclusively for mobile theatres) which was
won by Sri Mahendra Barthakur for the playwritingMdikhya Mantri(Chief Minister)
staged by Hengul theatre and, tWatasuya Phani Sarmaward (General) for the best
actor-actress, which was won jointly by Sri Jibeswar Deka (Mukunda theatre) and Sri Suren
Mahanta (Kohinoof heatre) (Sarma,.lR, Personal CommunicatioAugust 10, 2014).
However the directorate of Culturalffairs, GoA, sources bEially states that it was from
2004 that thé&atasuya Phani Sarmaward has been given by the state governnid.

stalwarts associated with mobile theatre who won this honour include:
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Table 4.3: Recipients of théNatasurya Phani SarmaAward(2004-2017)

( Sl. No Year of Award Name of the Recipients
1 2004 Tulsi Das
2 2005 Ratna Oja
3 2006 Dharanidhar Choudhury
4 2007 Jnanada Bora/ Mahananda Sarma
5 2008 Bidya Rao Nayar
6 2009 O. P Nayar
7 2010 Indra Baniya
8 2011 Hasan ShariAhmad
9 2012 Bishnu Khargharia
10 2013 Uday Shankar Saikia
11 2014 Nipon Goswami
12 2015 Bholanath Kalita
13 2016 Bhola Kotoki
14 2017 Not given

Source: Directorate of CulturAffairs, GoA.
Similarly, the CulturaAffairs oficial status is that th8ahiyyachayaAtul Chandra
HazarikaAward (exclusively for mobile theatre) has been awarded since 2008 and the

recipients from the mobile theatre arena till 2017 are:
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Table 4.4:Sahityacharya Atul Chandra Hazarika Award

' Sl. No Year of Award Name of the Recipients
1. 2008 Achyut Lahkar
2. 2009 Hemanta Dutta
3. 2010 Ratan Lahkar
4. 201 Bina Prasad
5 2012 Krishna Roy
6 2013 Not known
7 2014 Not Known
8 2015 Dharani Barman
9 2016 Not known
10 2017 Not given

Source: Directorate of Culturaffairs, GoA.

Apart from the award mentioned in table 4.4, the state gowarhhas also been
providing artists pension to people connected with various art, craft, music, cinema and
theatre, etc., since 1988. Some of the renowned personalities of mobile theatre who has

received the artist pension from the governmeAissim are:
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Table 4.5: Recipients of GoAArtist Pension for mobile theatre, 1988-2017

' SINo | Year No. of recipient Name of the recipient
1 2 3 4
1 1988 01 Karuna Kanta Mazumdar
2 1989 01 Kalawanta Singh
3 1990 01 Ratna Oja
4 1991 01 Jatin Goswami
5 1992 N.K N.K
6 1993 01 Anupama Bhattacharya
7 1994 01 Adya Sarma
8 1996 02 a. Dharani Barman

b. Sadananda Lahkar

9 1997 N.K N.K

10 1998 02 a. Prabhat Sarma
b. Uday Bhagawati

11 1999 N.K N.K
12 2000 01 Sarat Mazumdar
13 2001 N.K N.K
14 2002 N.K N.K
15 2003 02 a. Abdul Majidb.
b. lla Kakati

16 2004 01 Mahananda Sarma
17 2005 01 Nipon Goswami
18 2006 01 Ugra Mena
19 2007 to N.K N.K

2009
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1 2 3 4

20 2010 01 Brajanath Sarma

21 2011-12 N.K N.K

22 2013 01 Hemanta Dutta

23 2014-15 N.K N.K

24 2016 01 Towfiqur Rehman

25 2017 07 a. Jyoti Lahkar .
b. Hariprasad Barthakur
c. Rina Bora.
d. Kamala Kalita.
e. Nanda Bannerjee.
f.  Kartik Bora.
g. Parul Bora.

Source: Directorate of Culturaffairs, GoA

Table 4.6: Recipients of othegrants/pension by the atists of mobile theatre

(201-2017)
SI.No | Year | Ex-gratia grantwith Special financial Family pensionwith
name of recipient Assistancewith name of recipient
1 2 3 4 5

1 2011 Dasarath Das

2 2012| a. Boroda Mena

b. Geetanjali
Ahmad Nayar

3 2013 Bharati Devi
4 2014
5 2015 a. Heera Neog | a. Prabha Devi

b. Preeti Saikia b. Khiroda Sarma.
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1 2 3 4 5

6 2016| Upakul Bordoloi Kiran Lahkar

7 2017| a. Renu Dutta a. Pakhila Das
Phukan. b. Kamini Das
b.Heera Neog c. Kiran Lahkar
(family).

Source: Directorate of Culturaffairs, GoA

It is heartening to see that social orgaiura have been keeping up the effort to encourage
mobile theatre artists, time and ndwy announcing certain awards and honolw& such
organizations that may be mentioned are the Mén’and ‘Nebcos’. Dalmia IndigBharat)
Cementhas taken up a laudable step as a part of their Corporate Social Responsibilities
(CSR), by starting “Udiyaman Bhramyaman” an annual award ceremony excléitby
recognition of the artists of the mobile theatrédséam. For thérst time held a glittering
functionwas heldn Guwahation 23rd June 201td felicitate mobile theatre artists in twenty-
three diferent categories. MDasarath Das, veteran singer and music diregss conferred
theAditi Sarma Memorial Lifetim@&chievement vard for his contribution to mobile theatres
(Amar Ason2017:13).In its second edition held on 20th June 2018, apart from awards
given away in twenty-eight various categories/Attiei Sarma Memorial Lifetim@chievement
Awardwas conferred on veteran playwright, director and lyricist, Mr Hemanta Diinita (

Assam ibung2018:5)

If the government so wishes, it can do a lot the development and progress of mobile

theatre As pointed out by Saikia (2013), we can take up the example of the Chinese
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DramaticAssociation, CDArenamed in 1953), which was originally named Natidhaktre
WorkersAssociation and formed in 1949 with the blessings of the Chinese government. Since
the last 60 years, this association has been working to strengthen the socialist literature and
arts in the country by associating the playwrights and theatre workers with the government.
With its main objective of guiding the common man towards the ideals of socialism, the CDA
has adopted the theme- ‘Let a hundred flowers bloom and a hundred schools of thought
contend’. The CDA works to enrich creation of plays; healthy criticism of theatre; bring
together theatre associations and professional theatre workers to take theatre forward; work
for the welfare, security and interests of the theatre workers, and educate people about this;
create drama literature like books, magazines, journals, etc., along with the plays; and,
strengthen theatre exchange programmes with foreign countries. CDA has also been bringing
out a monthly magazine title@ihe Scriptsince 1952 with the main purpose of publishing

selected manuscripts and screenmawart from encouraging new playwrights (pp.14-16).

Thus, if such political patronage in the real sense is there, then there is no limit to how
the theatre can be utilized for the betterment of the sagletyile theatre ohAssam is a special
identity in the cultural arena of the worltithis treasure is to sustain for generations to come,
it is the duty and responsibility of the enfkgsamese society as well as thete&SGovernment
to help, support, criticize and guide the future path of the most popular medium of mass
communication and entertainmenasam. One dayistory will definitely measure mobile

theatre ofAssam on a di€érent scale.
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4.7 Future Prospects of Mobile Theatre

In this half a century of its existence mobile theatre has been able to establish itself as
one of the most popular medium of entertainment and mass media. Though not comparable,
because both mediums are different, mobile theatre has filled the void left by the lack of a
flourishing cinema industry ikssam. It has provided a lifeline to hundreds of artists, technicians
and workers who faced a dark future whenAssamese cinema industry began to dwindle.
Apart from that, the contribution of mobile theatre to the socio-economic arena of the state
Is something that cannot be deniad.in case of all things, mobile theatre has also seen a
lot of changes, some for its betterment and some,debatable. The earlier generation of people
associated with the medium, either as worker or audience, lament, thahtotdg theatre
has lost its previous glaryhey even doubt the survival of the medium. But, on the other
hand, the new generation of producer-directors and mobile theatre lovers feel that the medium
will always thrive inAssam. One mobile theatre enthusiast went on to'asyong as
Assamese society is there, mobile theatre will live on (ChoudRuBersonal Communication.
September 13, 2014). Here, one wonders if this is true. In this age of hi-fi techmdiagy

are the future prospects of mobile theatre?

As written by Goswami (2015), certain important points can be noted with regard to
the world ofAssamese theatre, like, f&sam has a long and ancient historpAsgamese
drama; (b)Assam has a huge treasure house of folk-drama and a rich tradition of music and
dance; (cAssam has a strong dramatic base on which matiesamese theatre can be

developed; (dAssam has a significant force of dramatic-societies and theatre enthusiasts
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(workers), which is the most important factor;Ae$am also has innumerable audiences who

love theatre and with whose suppdssamese theatre will live on (p.264).

Putting this picture into the SWOT analysis, the opportunities that can be explored by

the mobile theatres include:

(@) Workshop for Playwriting and Acting

Keeping in mind the scarcity of playwrights for mobile theatres in relation to the number
of mobile theatre groups mushrooming all ouas of great importance that workshops to
find people with potential to be trained up as playwrights, yf@niredTalents, that have
not been tapped or even found, will also find a platform. Similar workshops for finding and
honing acting talents is also the need of the,fasufar mobile theatre is concern&dting
on the stage, which is live, is very different form acting in front of the camera. Though new
actors are foraying into mobile theatres attracted by its huge popularity and heavy pay packet,
they are hardly acquainted with the knowledge of the stage, and as such fail to deliver the

goods. Proper training and experience will go a well way in filling the void.

(b) Industry Satus for Mobile Theatre

The controversial question of whether mobile theatre should be declared an industry by
the government with an official stamp has been going on since years. This question can be
best answered by people within the mobile theatre scenario and one must understand that

every situation has its positives and negatik#sros and cons will have to be chalked out
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before any decision in this regard can be taken. Morgevery person associated with
mobile theatre must understand the full implications of an industry and only thereafter vote for
it. Mobile theatres have survived all these years without an official stamp of being an ‘industry’
and flourished well. In the future also, this successful roll will continue, provided, the producers
think for the benefit of mobile theatre as a whole and not just @mven’ theatre while taking
decisions about plays, playwrights, artists and ‘stars’. Keeping in mind the current status of
mobile theatre i\ssam, its prospects are bright no doubt, but in the coming years who
knows what is in store? Did anyone imagine this pathetic conditiéssaimese cinema back

in the 805?The question of industry status for mobile theatre must be preceded by strong

policy decisions by the government.

(c) Importance of Digitization

This is the age of digitization. Every available data can be saved electroMcélile
theatre is a cultural icon éfssam. But is all information and data related to it, like, its
presentation style, record of presentations, details of the plays and songs, etc., available on
the internet? Is it not necessary for us to tell the world about such a theatre industry?
Moreover this is very important for our own future generations. Lack of an initiative to
preserve has led to the loss of more than 50% disgsamese cinema prints which is a huge
loss for theAssamese people. Mobile theatres have led to the creation of thousands of plays
but have we been able to preserve théfahave never given much importance to preservation

of the manuscripts of the plays or video recording the performance of the plays. Of course,
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one thing must be admitted that this was not possible till tiseoB@arly 935, but nowin
the last decade information technology has soared to an unbelievableWeighist make
the most of it. Unfortunatelyhe will within the mobile theatre community seems to be lacking

in this direction. Certain steps can be taken by the theatre groups in this direction, like-

)  Each theatre group must have its own website where apart from the history of mobile

theatre, all information about the group itself, past and present, shall be put up.

i) Data of all plays, old (as available) and nelould be digitally preserved.

iy If possible, the video recorded version of the plays should be uploaded by the theatre

groups on their own website.

V) Keeping in mind the commercial side of mobile theatre, internet platformiikabe,
Facebook and Whatsapp can be used for business purpose. This will, of course, require

proper planning and commercial research.

(d Space

A mobile theatre is makeshift and therefore, needs space to put up its auditorium(tent).
The problem of space is sure to confront the mobile theatres in the future. The fast depletion
of open spaces for putting up the mobile theatre tents, not only in the urban, but also in the

rural areas, is already a major concern.The mobile theatre community should get together with
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the local bodies of an area and preserve the available space (open field) for future. This
should be done ngwven if it entails some monetary donations, otherwise a day will come
when lack of open space will sound the death knell for mobile theatres. Mobile theatre is the
most coveted medium of entertainmerdgsam and its future should be the concern of all

the stakeholders, producartists-technicians as well as the audience (public).

(e) Publication of Plays $aged

It is very surprising that the mobile theatre producers have never given importance to
the publication of plays they stage. The manuscripts of the plays are hardly available in any
theatre. Had a concerted effort been made by each theatre to publish the three-four plays
they staged every season, a huge treasure house of plays would have been created by now
Another sad fact is, even the souvenirs brought out every season by the mobile theatres are
not preserved by the theatre groups themselves. This scholar had to run from pillar to post

to gather the souvenirs, particularly old copies.

(f) Intellectual Acceptance

In Assam, whatever has been written about drama or mobile theatre or ,if any film has
been made on these subjects, it has been done by people who have been associated in some
way or the other with amateur or mobile theatre. If we wish to give a different shape to mobile

theatre through intellectual acceptabijlityen, the first step will be toganize seminars,
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lectures, and discussions to find the means and ways to help guide mobile theatre tread in the
correct path, wherein active participation will be taken by the intellectuals, thinkers and
researchers, who are generdiigm outside the world of mobile theatfewell established
mobile theatre group or any other association of mobile theatres (if there is any), can organize
such seminars, lectures, etc., in the name of an eminent personality from the mobile theatres
every yearSuch an endeavour may not give immediate results, buetssedvill definitely
be seen in the long run. This will not only bring about the intellectual acceptance of mobile
theatre, but also create pressure on the mobile theatres to move on the right track, so that
its historical character remains intact.This pressure will not be like the current trend of irre-
sponsible criticism, but it will be like a helpful hand extended by a well-wisher

A laudable step in this direction has been taken by the Krishna Kanta Handiqui S
Open UniversityAssam from 2017 by ganisinga ‘drama eveningdn 12th June every year
to commemorate the death anniversadabfyut Lahkaythe father of modern mobile theatre

in Assam.

Problems will always be there for any enterprise. Mobile theafssaim in, with all
its share of problems and stuggles, has survived and flouridiedream project dfchyut
Lahkar has ,todaycquired for itself a special niche in the theatres of the world as a ‘one
of a kind’ theatre. The future prospects of this enterprise depends on all the stakeholders of
mobile theatres, namelgroducers, artists, workersganizing committees, audience and,
also on the attitude of the government. Heathy criticism is very important for anything to be
improved. The producers and playwrights must have the mentality to listen to criticism and
go for introspection. The media too, should refrain from unnecessary hype when advertising
for the mobile theatres. Mobile theatre E5Buly a cultural asgetsaEfm and this fact must

be appreciated by evefsgsamese and, considering its popularity even tdagefully we



CHAPTER V

IMPACT OF MOBILE THEATRE ON THE
ASSAMESE SOCIETY AND CULTURE

The popularity of the mobile theatreAdésam, among the masses, cutting across all
classes and sections of the socgistphenomenal. No doubt, the first and foremost objective
of the producer is to entertain, and the audience also comes seeking the same. Through
entertainment, mobile theatre has been able to leave its impact on various important fields,
which can be broadly divided into social, econoamd cultural. One particular fact that
needs to be kept in mind here is that ‘impact’ in this context has been both ways. If mobile
theatre has impacted on the sogietyonomics and culture 8ssam, the changes and
developments in these spheres have impacted mobile theatres also. This becomes crystal clear

when one looks at the mobile theatres before and after the coming in of globalization.

5.1 The Assamese Society

As has been said by Knower (20083sam is a land of varied socio-cultural elements.

It has a multi-ethnic, multi-cultural, multi-religious and multi-lingual soclatyguistically the
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Assamese society contains diverse linguistic people, both tribal and non-tribal Assdnaese,
Bengali, Nepali, Bodo, Rabha, Mishingwa, Karbi and such other linguistic groups
(p.8).Hussain (1995) opines, a wide range of ethnic groups are also present in the region and
they have contributed a lot towards the socio-cultural development of theAsgated

number of these ethnic groups belong to the tribal commuihigytribal population living in

the state can be widely divided into the Hill tribes and the Plain tribes. The Hill tribes are
Chakma, Dimasa, Garo, Hajong, Hmiéarbi, Khasi, LakhemMizo, Maan, Naga, Pawi,
Synteng, etc., while the plain tribes are Bodo, Barman, Deori, Hojai, Mech, Mishing, Rabha,

Sonowal,Tiwa, etc.(p.46)

Sharma (2014) mentions present degsam has a total area of 78,523 square
kilometres According to the 201 census, its population is 3,689,272 consisting of the
Assamese speaking population and the ethno-linguistic communities living in the hills and
plains.Assams historical contact with Bengal has also led to the existence of a sizeable
Bengali population, predominantiy its western and southern paAssam also has a
considerable presence of religious minorities whose existence can be traced to the early
thirteenth centuryhe contribution of such minority groups towards the socio-cultural environ
of Assam is significaniThis heterogeneous composition of the populatigkseém has led
to the development of a unique, distinctive composite culture which is based on interaction,

assimilation and integration (pp.2-3).

Thus, as opined by Dasgupta (2000), the story of the formatissamese society

is essentially a story of the continuous flow of migrants into the refyiearied population
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from different ethnicities, topographies and histories, speaking different languages came together
to form the core of aAssamese societynaking diversity an important constituent...... It is
impossible, therefore, in a dialogue between the plural and the sitgblarsh aside the first
term...... Assam is not one society then, but many ‘societies’ whether one analyzes them

‘vertically’ in the usual wayor ‘horizontally’(p.41).

As has already been traced in the second chaipéehistory oAssamese theatre is
a glorious saga with its roots firmly embedded in the folk traditions of this remote part of
India. What is sought nows to look into the impact of a mass medium like mobile theatre,
over the years, on thessamese socieffheatre is a primordial aesthetic practideexisting
evidences point to the fact that theatre existed in the Indian subcontinent from the beginning
of civilization.According to Kurtz (1988), thReig \édasuggests that dramatic theatre in India
came into being around the eighth century Bafakastories illustrating Indian life between
600 B.C. and 300 B.C. contain evidences of theatre (p.66). Hove®earding to Kane
(1994), for a number of reasons thatyashastraf Bharata, an exhaustive memoir on the
art of performance which is an earliest form of Indian drama is to be considered as the oldest
extant work on the Sanskrit poetics of drama (pAOput by Brecht (Q.Willet 1948),
‘theatre is about representing a certain understanding or interpretation of social life or reported

or invented happenings between human beings’(p.180).
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5.2. Impact of Mobile Theatre on the Society oAssam

It is a fact that to a large extent the entertainment industry shapes our social structure.
It influences our way of thinking, behaving and doing things. Many revolutionary innovations
have been experimented with in the recent times to entertain various segments pbaociety
this has also led to a lot of undesirable trends coming in. This has definitely impacted society
in some way or anothezspecially because of the accompanied gpsarmedia. Herein lies

its significance.

As said by Kasturi andardhan (2013), in-depth insight into the rich heritage and
culture of the country is required in order to understand the prevailing social evils in India.
The gravest social problems faced by India, at present are pavertyployment, gender
inequality caste discrimination, dowrghild labouy drug abuse, forced prostitution, domestic
violence, female infanticide, and so on. This list is augmented by other social evils like
corruption, urbanization and illiteradyhe prime scenario where these evils are rooted is in
rural India. One fact is that, despite the vast opening out of the electronic media, theatre
remains the predominant mass medium. Hence, in addressing the social evils, this medium can
play a very important role. The message that needs to be disseminated to the target audience
should be scripted and narrated well in a simple masodhat it makes the rural audiences
think about the problem presented. Theatre is often the perfect vehicle to provide education
about current social issues and to inspire social and political changd ffgAssamese

society todaymore or less is prey to the same social evils mentioned allme®e issues
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require a careful analysis and rational solution to help the society grow in alAneyshat

better means to do this than to communicate through theatre?

Another impact of cinemandtheatre which is often undermined is the therapeutic

impact.Well known Bollywood film makerMr. Mahesh Bhatt says,

How often has one heard people say that sometimes the answers to
life’s problems are igoodmovies? In the Unitedt&es ofAmerica,

a psychotherapist, DiGordon Solomon, has been successfully
prescribing movies for his mentally disturbed clients for over five
years. Solomon believes that a right story which shows us how
others have coped with lifechallenges helps us heal. In Titse
Motion Pictue Prescription which has become a landmark healing
guide to the movies, he says that everything from addiction, abuse,
abandonment, alienation, biggtmyarital conflicts and physical illness

can be magically resolved by watching movies which effectively

deal with these living issué€Bhatt: 2001)

Mobile theatres have impacted the society through the social responsibilities they
carry out. As mentioned earliemobile theatres are invited by theviting Committees to
fulfill certain social needdjke construction of a school buildintggmple Naamghar
(community prayer hal] cultural-sports club, etc., of the local area, from the expected

profit. That apart, many times the mobile theatre themselves also contribute to help for such
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social caused.o quote MrTilak Baishya(54 yrs), €iting advisor of Brindaban theatjad

verbatim from an interview with this Researcher

‘Brindaban theatre takes it social responsibilities very seriously
Mr.Ganesh Raimedhi, the producer had announced at the launching
of this theatre in 2010 that he will establish a home for children and
the aged in Morua, Nalbari. For that objective, a multipurpose eco-
social organization called ‘Rainbow’ has been established, through
which Mr. Raimedhi has purchased a plot of 4bighas of land at the
cost of about 8lakh rupees from his theatre profits. Not only that, he
has also handed over a sum of 3lakh rupees to the officials of
Rainbow for the home to be called ‘Brindabfshram’. In 2014-

15 ,Mr. Raimedhi donated a sum of 1lakh rupees to the Nalbari
Hari Mandir Committee at the conclusion of the Raas festival. He
also contributed a sum of 50 thousand rupees to the Deputy
Commissiones Fund ,Nalbari for the Swachch Bharat Mission.
Through Rainbowthe under privileged meritorious children, the crisis
ridden farmers, and the financially weak patients are also being

offered respitéBaishya, T Telephonic interviewSeptember 14, 2015)

Similar sentiments were expressed by Sri Jatin®&grs), Pesident of the Ganeshguri
Baruwari Puja Committee, that has been inviting mobile theatres since the last four decades.

He narrated howthe Committee has been trying to contribute to the society by doing
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charity work for the BPL families, encouraging sports personalities like internationally reputed
pugilist fromAssam, MrShivaThapa by a felicitation of rupees 50,000/, construction of

the Laksmi Mandir in Ganeshguri, ef®as, J. Personal Communication. Jlly2017)Sri

Junmoni Sarm#5 yrs)Secretary oVibyor club Phulagurjin Nagaonnformed about

how the various organisations in the area like the High school, Lower primary school, the
youth club, Nehru cluletc., has formed Samannay Sammit(elarmonious body) and
decided to invite mobile theatres by rotation each.y&arma, J.@lephonic interview
September26, 2016)Sri Abani Barua(65 yrs)of Everest ClubAzara, near Guwabhati,

that has been inviting theatres since decades, also emphasized that mobile theatres did
contribute indirectly through the inviting committees, whose objective was always a social

causgBarua,A.Telephonic interviewduly05, 2017).

While discussing the social impact of mobile theatre from its popularity point gfaview
question that comes to mind is,has mobile theatres ever been able to set anyAtsma'th
For example, when thisssamese superhit movigali Nabouhit the screen in the &)'it
created a stir and thjali nabou mekhela-chadorthe traditional attire of the heroine
became a craze amoAgsamese ladies, much like tikandni Sageswhen superstar Ms.
Sridevi starrer Bollywood superhit moviéhandnihad taken India by storm in the early
19905.Another Bollywood blockbustestarring superstaiMs.Madhuri Dixit,HumAapke
Hain Kaunintroduced théurple MadhuriSareethat became a rage. Even in thes6@ie
Sadhna Haicut named after the popular Bollywood film star Ms. Sadhna, caught the fancy

of young girls all over Indial he two superstars of Bollywood, MdevAnands Dev Bouffant

163



Hairstyle,and MrRajesh KhannaGuru Shirtswere no less. It is interesting to hear from the
earlier generation how in their hey days whertiip Kumar and Ms.Meena Kumari, both
superstars, were the heart throb of Hindi films, people actually named their children after these
stars. In fact,Dilip’ and‘Meena were the most preferred names at that tifalking about
setting trends, Bollywood superstar Ms.Rekha was the pioneer who brought in a revolution with
the concept of physical fitness and wellbeing through yoga, with her amazing transformation from
an ugly duckling to a beautifalvan, in the early 88: Megastar of Bollywood Mr. Amitabh
Bachchan also brought in a hairstyle, AmeitabhCut, during the 7®-80%, which took the
country by storm. Howevgi is interesting to note that in case of the mobile theatres, no such
trend setting examples can be found in spite of its huge popularity

An interesting incident recounted by Das (2016), is how in 1993-94 when, a particular
insugent groupsactivities were at its peak sissam, DBhabenrdanath SaikegplaySwagar
Duwardepicting the contemporary social scenario, was creating ripples everywhere.
members of the Nalbari unit of the said organization came to Saikia and asked for the CD
(Compact Disc) of the above mentioned piagthose members of their unit who could not get
to see itThis incident has been mentioned by 8aikia in the pages &frantik, which he

edited once. Can there be a better example of how plays/theatre impact the(qon&8jy?

(a) Literature and Mobile Theatre

During the course of the research work for information on the various dimensions of

mobile theatre, one aspect caught the eye of the Researcher and that was the connection of
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literature and mobile theatre. In fact, when we are talking about the impact of mobile theatre
on our societyone of the most important contribution is how mobile theatre introduced the
common man, comprising of both literate and illiterate people, to the world of literature and
the literature of the world. There is no doubt that creation and presentation of original drama
Is one of the prime objectives with which late. Mchyut Lahkar had established the first
mobile theatre, Nataraj Theatre. Having said that, it cannot be denied that facilitating the
presentation of renowned literary creations from regional, national and international level, for
the common masses who do not or cannot have access to such literary creations is one of
the most significant contributions of mobile theatre to our sodityy people cannotfafd

to buy books for the pleasure of reading, many others are not literate and so, cannot enjoy
reading a literary creation. For such common people, the mobile theatre presentations based
on famous and popular literary creations open up a whole new world of knowledge and
information through entertainmeAtlook at the past years brings out how literature has been

a part of this long and successful journey of mobile theatre.

This connection withssamese literature was first established in the very first year
1963 by Nataraj theatre when they took eminent LiterrakuAtul Chandra Hazarika’
dramaBeula which is a famous Hindu mythological tale that has been passed from one
generation to the otheBuch was the appeal of this presentation Baatawent on to create
the unsurpassed record of being staged continously for the next forty years, by Nataraj
theatre. This play fascinated the audience in such a wapthdgwas never taken down

from the itinerary of Nataraj Theatf®eulacan, therefore, be compared to longest running
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Broadway musicals liké[he Fiddler on the Roof, @aseA choius Line,and, the topper

The Phantom of the Operigo (2010) quote&chyut Lahkats confession that ‘it was

the instrumentalist from Barpeta, I@opi Das, who had convinced me to takd3eplain

the maiden venture of Nataraj’ (p.30). In 2003-04, Natraj Theatre took up the novel penned
by journalist-writey Mr.Nilesh Misra,End of the Linestaged aKathmandu'r Debojani

It was scripted and directed by MBebabrata Barua.

Theatre Bhagyadevi in 1970-71, presenteldiace drama based on the renowned
creationMiri Jiyori, penned by MRajani Kanta Bordoloi, one of the most revered stalwarts
of Assamese literature. In 2001-02, they presented the dramatic version disszetse
writer, Dr. Rita Choudhurg novel Jalapadmawhich was scripted by MKannauj Baishya
with the same title. In 2003-04, a new experiment with literature was seen on the stage of
Bhagyadebi, when, MBebabrata Barua scripted and dire@etsabatey Dhemalitegn
play based on some of the immortal lyrics of internationally acclaimed music maestro, Dr
Bhupen Hazarika. In 2004-05, they preseritaimatar Chithi,the famous creation of

Mr.Hem Barua, a doyen 8Esamese literature.

In 1976-77, Kohinoor theatre, in its very first year presegichala the legendary
creation of MiLakshminath Bezbarua, one of the most revassamese litterateun fact,
Kohinoor took up this healthy trend and continued it in the following years. In 1980-81,
popularAssamese novelist, MKanchan Barua’romantic thrillerAsimat Jar HeraSima
was a superhit presentation of Kohinddre playwright was MmMahananda Sarma and

director was MrHemanta Dutta. In 1981-82, they presented the stage adaptation of the
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Bengali writefMr. Ashutosh Mukhopadhyay’novel,Devi Sanyasiniln 1982-83, they
presented the first ever foreign literary adaptation on the mobile $taigavas MrH.R
Haggards Cleopatra, which was scripted by MPadma Barkotoki, eminent litterateur of
Assam. In 1986-87, this theatre took up two stories from different parts of the globe. One,
was R.LSevensors Dr. Jekyll and MrHyde which was namedal Shatu by the
playwright and director of the plaiir.Atul Bordoloi. The otherwas the world famous
creation of Greek poet Homdtiad-Odyssey Once again, it was Mktul Bordoloi who
scripted and directed the pl&minentAssamese litterateudr. Laksminandan Bora’'novel
Patal Bhairaviwas presented in 1987-88 with.Mtul Bordoloi's script and directiorihe
following year in 1988-89, Kohinoor took up the sensational storyiéllerAgatha Christs
creation and staged it ReiktaAdalat with Mr.Atul Bordoloi’s script and directiodnother
play, this very year waBrarthang which was the mobile stage adaptation of world famous
writer, Thomas Hardys The Mayor of Casterbridgdhis play was scripted and directed

by Mr. Sutradhar

In 1989-90, Kohinoor presented on stage the world fanfatzan, created by
American writey Mr. Edgar Rice Borroughs. It must be mentioned here that this play was
inspired more by the Hollywood version than the book itself. This play was also the first direct
impact of Hollywood on the mobile stage presentation. In 199B&8Hur the renowned
creation ofAmerican author MrLewis ‘Lew’ Wallace was scripted for Kohinoor by Mr
Mahendra Barthakur and directed by. Memanta Duttal he very next yeain 1993-94,

the same duo present@dlliam ShakespeareHamleton Kohinoorts stage. Consecutively
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1994-95 saw MrSebabrata Barua script the pRgbitra Paapi,which was adapted from

the Greek tragedian Sophocles’ creatigdipus the Kinglt was directed by renowned
NSD alumnus actedirector ofAssamese stage and cinema, Baharul Islam. In 1996-97,

this theatre took upssamese writer MiManuram Gogos famous novelSagooloi Bahu

Dur, which had already been made into an award winning movie by the renowned film maker
of Assam, MiJahnu Barud he mobile stage version with the same title was scripted by Mr
Mahendra Barthakur and directed by Mul Bordoloi. Then, in 2000-01, in its silver jubilee

year Kohinoor took up twé\ssamese literary works, one, writer.\®hanindra Kumar Dev
Choudhurys popular noveAnuradhar Deshwhich was scripted and directed by.Mr
Hemanta Dutta, and two, writer Manjeet Sarma’story Priya Shatu, which was scripted

by Mr. Mahendra Barthakur and directed by. Memanta Dultta.

The next yearin 2001-02, Kohinoor presented. Pranabjyoti Deka novelTejpiya
Gosanj which was scripted by MPankajyoti Bhuyan and directed by.Miemanta Dutta.
An adaptation of renowned authbdir. Thomas Hardywhich was scripted asbelir Rang
by Mr. Mahendra Barthakur and directed by. Memanta Dutta was staged in 2002-03.
This play had created quite a stir in the socigtgn, in 2003-04, they not only staged writer
Mr. Kanchan Barua’popular novefshanta Praharscripted by MrMahendra Barthakur
and directed jointly MrHemanta Dutta and MBuren Mahanta, but also presented two
dance-dramas, based on famous literary creations of réAesachese litterateurShese
were, Mr. Rajanikanta Bordolas'Miri Jiyori named a$shuna Xuti'r Sokulugnd the

renowned poet, MRaghunath Choudhus/compositionBohagi'r Biya.In 2005-06, this
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theatre presentadfilliam Shakespeas Othello,which was scripted MMahendra Barthakur
and directed by eminent theatre personalitgssfam, Mr Kulada Kumar Bhattacharya. In
2009-10, writer Mr Kanchan Barug’Asimat Jar Heral Simavas restaged to packed

houses with MrHemanta Dutta’ script and direction.

A mobile theatre, that eventually could not survive, was Radhikadebi Theatre. In 1977-
78 this theatre presented the famous German playwright and poet, BertoltBrbiee’
Penny OperaEminent theatre personalityAésam, MrDulal Roy had already created the

Assamese version of this playhe mobile stage script was done by Mrafulla Bora.

Aradhanarheatre, which was established by Badananda Lahkdhe man who was
the original brain behind Nataraj Opera, and the inspiration for his bridhekchyut
Lahkar took up Mr Rajanikanta Bordolas' renowned creatiadiri Jiyori in 1978-79. It
was scripted by MiMahesh Kalita and directed jointly by MBhabesh Barua and Mr
Rudra Choudhuryn 1981-82, this theatre presentextamese writer MiPhaniTalukdars
novelPrithibi'r Prem,which was scripted and directed by.8ujit SinghaThis play went
on to win theAICA (All India CriticsAssociation)Award for the best play of the yelirmust
be mentioned that this is the only mobile theatre play to have won this &hardame year
another treasure from thassamese literary basket was stageArdaglhanalheatre, and this
was renownedssamese litterateuvir.Birendra Kumar BhattacharyygaGyanpeethAward
winning novel Mrityunjay, which was scripted by MPhulen Barman and directed by. Mr

Rudra Choudhury
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The next yeain 1982-83Aradhanalheatre continued their connection with literary
creations and stagédsamese novelist MKumar Kishots novel,Kabar au Kangkal
Scripted by the novelist himself, the play was directed jointly byRddra Choudhury and
Mr. Prashanta Hazarik&he other play they staged welsinthan,based on the Bengali
writer Mr. Ashutosh Mukherjes’novel Aar Ekjon It was scripted by MiPrafulla Bora and

directed by MrRudra Choudhury and MPrashanta Hazarika jointly

Chitralekha Theatre, which was subsequently closed down, had staged the famous
Charles Dickens creatio®Jiver Twistin 1985-86. Information could not be gathered as to
who scripted and directed this pl&milarly, PragjyotisiTheatre and Jyotirupgheatre, in
2001-02, presented plays adapted from literaiittie.former stagedssamese writer Mr
Kumar Kishots novel,Emuthi &rar Jilmil, scripted by MrMahendra Barthakur and
directed by MiSanijiv Hazarika, as well as, another pl@dgonor Manuhadapted from

writer Mr. Hitesh Dekas novel, scripted by MReba Bora.

In 2003-04, NandinTheatre, subsequently closed down, staged writeKitichan
Baruas popular novelPuwati Ora, for which, the script and direction was done by Mr

Umesh Sarma.

Mention must be made of the special contributioAlzthanTheatre to the society
when producemMMr.Krishna Roy convinced one of the most revered litteratetsssdm, Dr
Bhabendranath Saikia, also a renowned film maker and dramatist, to join their group in 1981.

Dr. Saikia remained witAbahanTheatre till he breathed his last in 2003. He undoubtedly
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scripted and directed some of the best plays stagatdihan theatre. In 1981-8®bhahan
also staged a playreyasi, which was adapted from Bengali writer Mshutosh
Mukhopadhyays novel. In 1984-8FbahanTheatre again took up another Bengali literary
figure, Mr. Tarun Bhadurs creationBilkis Begumfor which the script was done by Mr
Mahendra Barthakur and direction was don&Babendranath Saikia.

Das (2016) writes, with DBaikias entry on the mobile stage, it was established that, with a
unique thinking capacity and, as much importance given to light and sound, as to the actors, with
the correct pronunciation of dialogéessamese literature can be presented on the commercial
stage of mobile theatre. People who bought BhabendranathSagésary creations and people
who bought tickets to watch his plays were now on the same plane. From 1981-82 to 2003-04,
Saikia scripted 24 plays fébahan, namelynamely RamdhenuAndhakup, Bandisaal,
Manikut, Amrapali, Nilakantha, hkumbhaAmrit, Janambhumi, Deenabandhu,
Pratibimba, DigambarGodhuli, Brindaban, Swgar Duar Paramananda, Samudra
Manthan, Pandulipi, Swarnajayanti, Barnamala, Ramyabhumi, Shatabdi, Subha-Sangbad,
Aranyat Godhuli and Junak R&incompletg. Kohinoor theatre was the only other mobile
theatre, for which he scripted, two plaggahbar(1991-92) andMaharanya (1992-93)
(pp-25-30). It must be mentioned that in the 22 years of his association with mobile theatre, all
his plays were directed by Saikia himself. The aesthetics reflected in his plays appealed to one

and allAs quoted in Das (2016), Saikia said,

‘I believe that even in the plays created for entertainment and business,

the beauty and original character of the plays can be secured. Drama
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written for the commercial stage can be considered as literary work’

(Q.1. pp.25-30).

As a mark of respect to this great doyen, in 2003, on his defsiaban theatre staged
his last script, the incomplete (only eight scedasak RatiThis is probably the only instance

in the history of mobile theatre A§sam, where an incomplete play was staged.

In 2000-01Abahan theatre presented on staggamese writeMr. Manoj Goswams$
famous creationSamiran Bauna Ahi Ase for which MrAbhijeet Bhattacharya was the
playwright and MrHem Bhattacharya was the direcior2001-02, based gkssamese
writer Mr. Bhubaneshwar Delaliterary creationArabinda Kalita ZindabadAbahan
Theatre presented the play with the same name, for which, the script was dorisdbyjedt
Bhattacharya. In 2002-03, they staged Bengali writer Ms.Sushmita Bandopadingation,
Kabuliwalar Bangali Bouscripted by MAbhijeet Bhattacharya a&abuliwala’r Bidexi
Kainaand directed by MiHem Bhattacharya. 2004-05 sabhahan stage MBimal Mitra’s
famous storySahelBibi Ghulam scripted by Mbhijeet Bhattacharya and directed by
Mr. Pranjit DasThereafterin 2007-08, MAshutosh Mukhopadhyas/treation was presented,
scripted by MiAbhijeet Bhattacharya &undari Sanyasinin 2009-10, a very successful
play staged bpA\bahanTheatre, which, though not directly based on any novelist or writers
work, was,Bhul Nubujiba Bhupendabased on the songs, lyrics and music of the

internationally acclaimeflssamese music maestro, Bhupen Hazarika.

The presentation of famous literary works was also taken up by the now extinct,

Indradhanurheatre. In 1983-83, they stag@dlliam ShakespearsOthello, which was
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scripted by literrateivir.Padma Barkotoki and directed by.Modul Majid. The other play
presented that year was writer.Nfranchan Barua’ novel,Ashanta PraharAgain, in
1984-85, this theatre took up one of ancient Isdhowned litteratepiKalidasas magnum

opus,Abhigyana Shakuntala@s well as Shakespea&lacbethfor their stage.

One of the most successful mobile theatre group since its establishment is Hengool
Theatre. This theatre has also taken up stage adaptations based on famous literary creations.
In 1986-87, they presented renowrasamese litterateu¥ir. Homen Bogohains novel,
Haladhiya CharaiyedBaodhan Kha{with the same name) for which, the script was written
by Mr. Mahandra Barthakur and direction was by Rhashanta Hazarik&ihereafterin
1988-89 they stagderiya aru Police,which was the stage adaptatiorAsbamese poet-
storywriter Mt Harekrishna Deka’novel Mukta Bandi Once again, the script was done
by Mr. Mahendra Barthakur and direction, by. rashanta Hazarika. In 1989-90 they
staged a dance-dran@2hampabatbased on aAssamese folktale from the famous folktale
collection entitledBurhi Air Sadhuknitted by renowned litteratewr. Lakhsminath Bezbarua.

The songs and dance drama form was composed by eminent dance expadatity Mr
Goswami. In 1990-91, another creation of Makhsminath BezbarublachaniSaliki was
staged as a dance-drama, which was composed.lfguieshwar Bhuyailong with it,

the adaptation of a Greek stdBarasa Ranwas also presented as a dance-drama, composed
by Mr. Guneshwar Bhuyan. In 1992-93, they took up the popskamese folktalbatkan

as a dance-drama which was composed hBatbul Das.Then, in 1995-96, Hengool
theatre took up journalist MiParag Dastontroversial political novebanglatPhenlg for
which, the script was written by MMahendra Barthakur and direction was Banjib

173



Hazarika. This play was restaged the next year also. In 1998-99, a dancetlimaesan
based on the original story Afsamese writeMr. Dharma Singha Deka was presented.
2000-01 saw world famous authbfr. H.GWells’ renowned creatiorf;he Invisible Man,
which was scripted by DEushil Goswami a&drishya ManalandAlibaba au Chollis
Chor, adapted from the famoudibaba and the Fdy Thievesrom theArabian Nights,
which was scripted by MBipul Barua, on the stage of Hengool theatre. In 2002-03, they
presented renownédssamese writer Ms.Anuradha Sarma P@gardvel Kanchan which

was scripted by MitUtpal Dutta. In 2004-05, renowned litterateur Mr Lakhsminath Bezlsarua’
storyBhadari Baj was presented as a dance-drama, withixémjan Das as the compaser
The next yeaiin 2005-06 also, MiNiranjan Das composed two dance-dranlased on

ShakespeareHamletand MrLakhsminath BezbaruaPanesoi.

Yet another theatre group, Bordoichilaeatre, had also established connection with
literature when they presented on sta#gsamese novelist MRanju Hazarika& novel,
Hant, scripted and directed by Miebabrata Barua in 1999-2000e next year also, in
2000-01, the same auth®ranother noveEta Dwip Satta Kabarscripted and directed by

Mr. Sebabrata Barua, was presented.

From the information gathered above, it is laudable that mobile theatre has played a
great role in uniting literature and stage, bringing world famous literature to the simple common
man, who is the main audience of mobile theatre. Once, ignored as the ‘poer man’
entertainment’ by a section of the elite connoisseurs of theatre, it is ironical that mobile theatre,

from the very beginning had been blessed by renowned cultural and literary stalwarts of
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Assam, like, MrBishnuprasad Rabha, Miyotiprasadgarwala, Mr Phani Sarma, Matul

Chandra Hazarika , DBhupen Hazarika, DBhabendranath Saikia, MRatna Oja, Mr

Padma Barkatoki, MArun Sarma, et allhe literary creations from across the world, which

were adapted and presented on stage refutes the allegation that mobile theatre was only about
cheap entertainment. Howeyverality cannot be denied and the truth is, togedually this
association of mobile theatre and literature is fading. The trend of plays now is Bollywood
masala(spicy) cinema inspired. Popular English, Hindi, Bengali, even South Indian cinema

is quite often reflected on the mobile stage. It is unfortunate that world famous literary
creations are being ignored by the mobile theatres in favour of light, frivolous presentations.

Commerce seems to have overshadowed the sense of aesthetics in mobile theatre.

(b) Mobile Theatre among the Ethnic Communities

Another question that comes to mind as far as social impact of mobile theatre is
concerned is- has it been able to make any inroads into the ethnic populétssarof?
Sarma (1991) informs, among the various ethnic groups of the state, only the \Bedo’
found to have attempted to establish mobile theatre in their language, whdarlidanta
Muchahary and MiIChandrakanta Muchahary established two mobile theGtrega Phaoni
Aphatat Dalgaon in 1974, arfhourang Manju Theaat Lechra, Pathasala, in 1975.The
latter performed for 16 years The other Bodo mobile theatre groups, more ljggahe
wereLembo, Hemshee, Maina Anchi, Nirmali,Angfaur, et al, could not survive for
long due to financial crises. Producer of Kohinbbeatre, MrRatan Lahkar contributed

a lot in makingSourang Manju Theatrsuccessful. MrPadmadhar Basumatary was the
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most successful actdirector of this theatre. MHaren Daimari, MiAniruddha Basumatayry

Mr. Gajen Baro, MrGolok Brahma, Ms. Basanti Brahma, Ms. Nilima Daimari and Ms.
Rupahi Basumatary were the other popular artists (pp.36-38). Deka (2009) mentions in his
thesis that in 2006, Ms.Anjana Basumatary openefiahdaw Bawdia Theatin Masalpuy

Bagsa district (p.88). The fact that Bodo mobile theatres were limited to these few was but
natural, because the arena of performance was limited, sustainable income from the shows
was not always guaranteed. Moreovee bigger populakssamese mobile theatre groups

were too strong a competition to face. No information has been found regarding any other
ethnic community oAssam ever having formed any such mobile theatre gratupsugh

some people say that a Nepali mobile theatre had been formed, no detailed information could

be found about it.

5.3 Economic Impact of Mobile Theatre

Konwar (2006) has pointed out, the pre-colonial economyssdm was semi tribal
and semi feudal in nature. The economy was largely traditional economy which did not
witness any sort of modern economic development such as industrialization, trade and
commerce and currencyherefore the mode of exchange was based on barter system
(p.20).Again, as Barua (1985) points out, the econormyssm was mainly rural- agricultural
and villages were lgely self-suficient. In course of time, howevehere grew a class of
wealthy people, who carried on considerable amount of trade, both internal and external.

Apart from the wealthy feythe rest of the people lived neither in plenty nor poverty because
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their wants were very few and the existing social conditions stunted their economic conditions

(p.432).

Radical change was brought into the econorfyssém through colonization. Colonial
Assam saw many significant economic changes like the transformation of mode of exchange
from barter to money econongiscovery of local resources, and establishment of industries,
introduction of new mode of communication like railways and roads, etc. Knower (2006)
writes, after the discovery of tea, the British started plantatiokssigm, particularly under
theAssamTea Companyto capture the international market and to break down the monopoly
of China in the tea market (pp.40-4Pjo other important discoveries during the colonial

period were that of coal and petroleum which changed the economic sceAasarmt

One of the most important cause of slow economic growth in post-calssah was
the constantly increasing populatiéypart from natural growth, migration was a very strong
factor that impregnated this pictuf@. quote Baru&1994), As SouthAsia’s last frontierthe
area has attracted exceptionally high immigration from other parts of/3mjthspecially from
the densely populated region of East Bengal that now constitutes the sovereign state of Bangladesh
(pp.649-671)here is no denying the fact that the massive unemployment and lower living
standards issam is a direct consequence of the illegal immigration in milkssuch, the
reasons that can be counted for the lack of economic developrssain in the postcolonial
period arelocation of the state in the periphegyowth of populatiopnaturally as well as due
to illegal migrationinsurgency problemsack of able political leadershidrainage of wealth

natural calamities (like annual floodgich has resulted in poor infrastructure development and
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slow pace of Industrial growth thus leading to unemploymentChindra Mohan Patowary
Minister, GOA, himself admitted on the floor of the assembly that {daye are 15 lakh

educated unemployed Assam(The Hindy 20177).

(a) The Male-Female Equation in Employment

In such a scenario, an enterprise that provides employment to people, that too, to
uneducated, but skilled people, is like gogift. The positive role that has been played by
mobile theatres as far as the employment is concerned, is unquestidsahkntioned
earlier in chapter I, each mobile unit employs from 80 to 100-150 people. This is all the
more important because these people who get employed are mostly indigenous people of
Assam. One may belong to any corner of the state and can be employed in any one of the
mobile theatre groups. Since it is about livelihood, it is only natural that the employees of the
mobile theatre groups shift from one group to the ofkhgreener pasture always is more
attractive. While discussing the employment offered by the mobile theatres, one fact catches

attention and that is the wide disparity in the ratio of male and female employees. The table

below e

Xplains the situat|

on clearly:

Table 5

1: Employment

status of malle anf femal

e employees

in mobile theat

(2012-2017)

—StiNo Name of Yearof Totat o of[ No of Trate T No.of fernmmate
mobile theatre! employment! employees! employeeg  employeeq
1 2 3 4 5 6
1 Rajshree 2012-13 110 98 12
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' 1 2 3 4 5 6
2 Bordoisila 2013-14 123 112 11
3 Rajtilak 2014-15 104 92 12
4 Bhagyadebi 2015-16 109 96 13
5 Hengool 2015-16 120 100 20
6. ltihaas 2015-16 126 110 16
7 Surya 2015-16 175 158 17
) (Istyear)
8 Abahan 2016-17 179 169 19
180 - 169
160 | 158 155 %0
140
120 - 2 110
100 | a8 o o 100
B Male
a0 B Female
el
a0 +
o B . . » 10 . L7 19 20 22
’ .Ra_lmnn.s'-urdnklla. Fajtilak .mﬁmu- Hange | iEhas - surya | abahan -I-:nhl-m .Bnndaban

Fig 1: Graphical representation of employment status of male and female employees in
mobile theatres (2012-2017)

9 Kohinoor 2016-17 175 155 20

10 Brindaban 2016-17 182 160 22

Source:Annual Souvenirs of the respective mobile theatres named in the list.
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The table:5.1 aboyevith the graphical representation in fig.1, clearly shows that mobile
theatre is basically a male domain. Female employment, though increasing, is happening at a
snail's pace as compared to the male employnidm.producers sayhat the kind of work
in mobile theatre entails very hard physical labour and long hours of work, particularly for the
people behind the stage, which cannot be expected from women. Motkesacurity aspect

is also of prime importance as far as employing women goes.

(b) The Industry Satus: Why Yes andWhy Not

Another important issue that has dogged this medium is, should it be given an industry
status? Mobile theatre has travelled a glorious journey to reach where it iodaythe
years, scores of people have found livelihood in mobile th&atlay it has become a huge
entertainment industry #sssam but, an ‘industry’, which is not run on any industrial policy
That is why there is no security of livelihood in this indudthe inequality that exists in the
salary structure of the artists, technicians, workers in the mobile theatre scenario is actually
a blatant realitylf a new trend of thinking comes into this medium which provides entertainment
to hundreds of people across the state, then the sky would be the limit for the mobile theatre
industry inAssam. Mobile theatre can become the envy of many other countries if developed
properly Unfortunatelythe Government gfssam has never drafted any policy fofhe
government could have utilized this industwich can provide employment to hundreds of
people in the state, to solve unemployment issues. If the government takes the responsibility

of developing this industryhe perpetual job insecurity of the artists, technicians, and workers
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will be minimized to a large extent, and a demand can be placed before the government to
create a fund for the assistance of the artists in times of neck&sigpver life insurance,
accident insurance, medical allowance, pension, etc., are facilities that are not feasible, and

hence missing, in this current set up of mobile theatres.

Regarding the industry status conundrum, Kalita (2013) states, it will bring relief to the
producers and owners of the mobile theatres plagued by the fear of loss because availing
bank loans on minimum rate of interest for the theatres will also become easier (pp.21-22).
Government help can also be sought if and when required. Ironitalgaid that many
producers actually do not want that the government should give industry status to mobile
theatre. Their arguments being, (a) government rules and regulations will be clamped on the
theatres and (b) some profit-driven businessmen will easily avail bank loans and open new

theatres which will harm the essence of the medium.

These arguments lead to two questions, first, what is the harm in running a theatre on
government rules and regulations? Second, has the essence of mobile theatre not been harmed
already by people (producers/owners) who are doing things whimsically only for commercial
gains? If the mobile theatre producers give a strong united stand, the government will, in due
course of time, take the necessary advice from seasoned and experienced producers. Moreover
the experienced mobile theatre groups facing financial crisis will be able to avail loans from
nationalized banks in low rate of interest or even claim help from the government. On the
other hand, once industry status is declared, welfare measures for the artists-workers will

automatically have to be brought in.
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Renowned cinema, theatre and mobile theatre supdvidaPrastuti Parashar (43
yrs), as well as mobile theatre connoissdi:Pulu Kr Sarma (55 yrs), seem to have
different views as far as industry status for mobile theatre goes. Ms.Parashar opined that ‘for
an industry status, mobile theatre will have to undergo some reforms because in its present
avatar (incarnation), considering the fact that it is a very temporary nine-month contract
system on which the entire set up is functioning, an ‘industry’ status seems unfeasible. No one
IS a permanent employee here. For an industry and its benefits to be availed, certain reforms
and changes will be required and that will not really be an easy task. This is because, since
its birth, mobile theatre has made its own system of functioning’(Paj@sharsonal
Communication. Jul97, 2017). MrSarma also expressed his views on, stating, ‘who wants
an industry status for mobile theatre? Maybe, those artists and workers who are hoping that
such a move will bring them greater job security and benefits. The people who do not want
the running system to change are, of course, the producers. How can one blame them? This
is professional theatre and its reality is ultimately commerce. Profit and success sustains this
business of performing art. The huge money involved here, with producers calling all the shots,
naturally makes them abhorrent towards the idea of an Induisénein government interference

will come in’(Sarma, FPersonal Communication. Juf7, 2017)

There seems to be a lot of farce as far as the issue of an industry status for mobile
theatre is concerned. The producers say one thing in support of industry status, but their

actions convey the opposite.
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Bhpttacharya (2015) has charted thej options available for mobile theatres in the following
manner-
Taple 5.2: Industry status versus|social enterprise fomobile theatre
SI.No Industry status Social enterprise
1 Purpose will be maximum profif Profit will be for social benefit
2 Stiff competition will lead to Social purpose will lure viewers
huge advertisement costs
3 Competition will lead to cultural| Cultural and social values will be protected
degeneration
4 Discrimination among artists will| Discrimination and exploitation of artists
be there will be discouraged.
5 Profit and social responsibility | Investment of 2% of profit on social
are two sides of the same coin responsibility will be a legal obligation
6 Increase the managerial efficiencyncrease the managerial efficiency and
and specialization specialization
7 Lose identity in the long run Identity will be retained and protected
8 Commercial Bank investors will Funds from private investors,

come forward to provide funds

Source: Bhattacharya, 2015121

International N.G@D’s, and Social
Enterprise will be available
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5.4 Cultural Impact of Mobile Theatre

Culture is the flow of life. It reflects the thoughts, imagination and actions of a particular
society A persors personality is shaped by the culture he or she bears in. Culture includes
the language, literature, rituals, religion, knowledge, art, sculpture, customs, morals, beliefs
and any other habits and capabilities acquired by man as a member of Assetyese
culture is the melting pot of the various ethnic communities, who have coexisted since yore.
In this journey of the developmentAdésamese culture, a significant part was played by the
Six hundred years of thhom rule. Howeverthere is no doubt that the contribution to
Assamese society and culture by Srimanta Sankaradeva was unprecedented and stands
unparalleled even toda@entered around ne@léhnavism that he propagated, a new age
was brought in by Srimanta Sankaradeva through his revolutionary contributiorsssetinese
society religion, art and culture. He gave a new meanidgsamese song and dance, music
including instruments, acting (theatre), sculpture, painting, etc. It was Sankaradeva who gave

a new life toAssamese culture and put it on a high pedestal.

To quoteAgarwala (1986),

Assamese culture is the eastern Indian expression of the great Indian Askarsese

culture is nothing but the development of the medieval Indian tradition reflected in the eastern

184



Indian culture.The fullest moulding of thidssamese culture had been brought about by
Mahapurusha Srimanta Sankaradessamese culture grew out of the medieval cultural
movement as reflected in the genius of Srimanta Sankaradeva, and out of that reflection

Assamese culture has developed with leaves and buds’(p.469).

One can love or hate mobile theatre but no one can deny its very strong presence in
the cultural scenario dtssamAs such, the impact of mobile theatres on the cultural scenario
of Assam cannot be deniethough there has been a lot of controversial discussion and
debate about mobile theatre, it cannot be negated that this medium has contributed immensely
to the theatre movementAssam.The very idea with which Michyut Lahkar had started
Nataraj Theatre, was to ‘take theatre to the people’ and thus, create a rich cultural
consciousness among the common man through thAgadire from strengthening the financial
status of the artists-workers, he also felt that this was one of the best means to educate the
masses about the different cultures, be it, Indian or even European. It was also the means to
promote a culture of unity because people from various walks of life, different social status,

from different religion sat down together in the mobile theatre tent to enjoy a play together

There is no refuting the fact that mobile theatres have established themselves as the
most popular medium in the cultural scenarid&sam todayin the absence of a healthy
cinema industrymobile theatres have filled up that void, though as opined eatrlier
absolutely unfair to compare these two mediums. If one tries to assess the impact of mobile
theatre on the cultural arenaAsfsam, one will have to agree that it was mobile theatre that

started a theatre movemenfssam.Though at one point of time mobile theatre was looked
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down on by the elite intellectuals as the ‘poor mantertainment’, in due course of time that
has changed. The lines that strictly demarcated cinema, amateur theatre and mobile theatre

have now overlapped.

When one looks back at the fifty-four years of the history of mobile theatre, the
number of plays that has been written is staggering. If we assume that at any given point in
time, from 1963 to 2017 (2nd October), an average 40 mobile theatre units have been
performing consistent)ythat means, 40 x 3 = 120 plays per y&aus, 120 x 54= 6480
plays have been written so far and presented through the medium of mobile tiAessaein
If investigated, this would probably turn out to be an unheard of, unprecedented record in
the world. Ranging from mythical, historical and social to adaptations of world classics and
Hollywood, not to speak of the Indian movies, mobile theatres have done it all. Does this
mean that il\ssam, we have a huge treasure of the mobile theatre plays? Unforjuntately
Though these plays were written and staged, they were never published. The mobile theatre
units have never realized the importance of the collection and preservation of the manuscripts
of these plays, many of which are now lost. If every mobile unit had taken this responsibility
to publish their plays each yeane can imagine what a collection it would have nmigke.
stock of drama literature would have been very Adal to that the annual souvenir collection
of the mobile unitsA central library would have been a treasure house. But who will take

the initiative?

Like the plays, the songs penned exclusively for mobile theatres has been a great

contribution for enriching the cultural field AssamDas (2016) writes, it goes to the credit
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of Abahan theatre, that they could presenBbabendranath Saikia, one of the most acclaimed
litterateur film-maker dramatist and playwright éissam, as a lyricist and music composer
as well. He was particularly careful that background music should not make the dialogues
inaudible for the gallery audiences. Saikia used songs in only three of hispédsmba,
NilakanthaandDeenabandhu-e wrote the songs himself and also composed their music.
In Nilakantha(1984-85), the songs were, Klumal pator koponi dekhilu/dekhilu kotona
gabharu pator/botahor sotey nibir gobhir khela/Moi najanu eiya godhuli ne pamd,

(i) Ses hol aji ejugor itihaas/nokoriba maan nokoriba abhimaan/anumati diya gaun
mur ses gaanin Pratibimba(1989-9(Q the short song wasije nirab ei rati/mar gol
tapta beli/jirani bisari ubhatey niraley klanta pokhihile in Deenabandhuthe two
songs were, (iKor ejaak sopun jen bosun,and (i) Diya muk diya,akashor dey eti

mon (pp.5-30).

Many songs composed for mobile theatres have become very ptgrdaample, the
songChandra O Chandrawalisung by renowned singer and music director of mobile
theatre, MiDasarath Das (75 yrs ), for the pMijtan Mala in Bhagyadeviheatre in 1971-
72, had created quite a slihen, the song from the pl&neha Bandharstaged byAbahan
in 1980-81 Snehabandhan chingi jegndered by MDasarath Das, was a superhit. Simijarly
the songKiyono patili kamanar mayajdrom the playSamrat aru Sundaty Kohinoor
Theatre in 1988-89 gained great populaiiyen nowsome songs attain great popularity
like the sond.ipstick kajal anidibi sung by popular singer Ms. Priyanka Bharali (33 yrs)

in the playRangkukuistaged by Rajtilak theatre in 2014-This yeayin 2017-18, the song
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O’'marendered by the heart-throb celebrity sirg@nposemusician oAssam, Mr Zubeen
Gamg (45 yrs), for the playai Mar Suwalistaged byabahanTheatre has caught the fancy

of the audience, thanks to the social media promotion.

Like the plays, the digital preservation of the mobile theatre songs had not been thought
of. Now of late, a change is seen here, as some the plays and songs of mobile theatre can
be found orYoutube, a popular internet vehicléis, of course, is more for publicity than
preservation. The preservation system will have to be more organized and chronological.
Same is the story of the dance numbers choreographed for mobile theatres. The dance-
drama, unique to the mobile theatres, has been a very popular means of disseminating relevant
social messages through music, dance and drama. The trend of beginning the theatre show
with a dance-drama is now just a ritual. The theatre units probably do not realize that they
have given up a part of what makes them unique. Their argument is the audience do not have
the time, so they prefer to concentrate on the main drama. What happened to all the dance-
dramas that had been staged? Do we have a chronological record oiteeniRey not

a rich contribution to the cultural scenaricdssam?

There is no doubt that the mobile theatrdsdam is a treasure house as far as the
cultural arena is concerned. Its contribution to drama literature (manuscripts), plays (staged),
music, songs (lyrics), dance, dance-drama, development of technical craft, light and sound for
stage, has been immense. It is our misfortune that we have not been able to preserve the
creations of the past half a century of mobile theatre due to the want of a proper archive.

A museum to showcase the journey of mobile theatre can be a part of this archive, showcasing
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the various artifacts that had created histdeg, the dynamo used by Michyut Lahkar in
Nataraj, the model dfitanic, replica of the dinosaurs, model of revolving stage, etc. Once
again, the producerassociation and the government will have to take the key initiative in this
direction, if proper scientific and digital preservation of mobile history and record is at all
wanted Another important impact of mobile theatre on the cultural areAas#m is the
platform it provides to the new talents in all fields be it acting, music, dance, playwriting, etc.

If one has the inclination and dedication, mobile theatre provides great career prospects.

5.5 Other Relevant Issues Integral to Mobile Theatre

(a) Space forWomen in the Mobile Theatre Arena

Apart from the impact areas discussed above, there are several other relevant issues
connected to mobile theatres. One such issues that the research scholar felt, needed to be
taken up in this research work is, the space of women in mobile theatre in this journey of half
a century that has been traversed by mobile theatkesaim. As

said by renowned theatre personafitygusto Boal (Quoted in, Schechn2002),

Perhaps the theatre is not revolutionary in itself, but it is surely a rehearsal for the

revolution (p.154)
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Talking of revolution, in the light of this statement by Boal, another dimension has been
sought to be explored here, and that is, wosgpece in mobile theatsn interesting fact
that caught the attention of this research scholar during the various field studies conducted
was, the position of women in the arena of mobile theatre right from its inception. This led
to the exploring othis particular dimension of mobile theatreAssam. NataraJ heatre
pioneered a journey that has completed 54 y&arsng the many questions that automatically
come up like what developments took place in this half century? What has changed in the
most populaAssamese form of theatré®hat has been the socio-economic impact of
mobile theatre oAssam? One particulguestion that this research work seeks an answer

to is, what is the space of women today in mobile theatre vis-a-vis fifty years back?

When Natarajrheatre, the first mobile theatre Afsam, was established by .Mr
Achyut Lahkaywomen had already made their foray intoAksamese stage and cinema.
So, finding actresses and female dancers was not a challenge that Mr Lahkar had to face
unlike Mr. Brajanath Sarma, who introduced co-actind\gsam, and MrJyotiprasad
Agarwala, the pioneer éfssamese cinema. In fact, when he advertised for artists in the
newspapers in 1963-64, the first female playback singer of mobile theatre, Ms. Renu Phukan,
who later on went on to become the first lady polideerf of Assam, came out from a
remote village of Sivasagan upperAssam, to join Natardjheatre in Pathsala, in lower
Assam, in its second ye#&s was narrated by Ms. Phukan, this was not as easy as it sounds
back then. Kalita (2a) informs, in that historic first venture of Natafaeatre, the female

cast, in alphabetical ordencluded names like M&nupama Bhattacharya, Ms. Banita
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Borthakur Ms. Bina BorthakuyrMs. Jyotsna Devi, Ms. Manjil Bordoloi, Ms.Pabitri

Kakoty(dancer), Ms. Swarnalata Bora , efaB1)

The path that was shown by Nataraj Theatre has been followed by almost a hundred
mobile theatre groups in the next fifty years of its existence, though not all of them survived
thevagaries of time. It needs mention here that the participation of women in three departments
only, viz., acting, dancing and singing are stilgily the norm in the mobile theatres. It is not
only surprising, but sad that only one female dire@od one female playwright can be
named in this entire history of mobile theatrds$am.The production scenario is as poor
though one saving grace, if one may call it that, was when in 1977, an all-female mobile
theatre named ‘Moohheatre’, was established by Mdala Barman under the patronage
of her husband MbDharani Dhar Barman, renowned actwector and proprietor of Suradevi
Theatre. Kalita mentions(20}, on 8th June 1977 Modrheatre presented their maiden
performance. The direction of the four chosen pMggu Baideu, llar Binani, Kanikar
SaponandPushpalatawas done by Ms.Pushpa Devi, the first graduate actress in the
mobile theatre cAssam and the only female director till date in the history of mobile theatre.
She was also the female playback singgerestinglythe single male character in the play
Pushpalatavas enacted by an actress (p.31) This was the antithesis of what had been going
on inAssamese drama since ages, males portraying female characters but unfortunately

‘Moon Theatre’ never lived to see a second season.

Kalita (2011) further informs that the only other such attempt of an all-female mobile

theatre named ‘Kalpan&omensrTheatre'was made by producer Mfadab Sen Deka in
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Nalbari town of loweAssam, where Ms. Mukta Barman was a director along with Mr
Bhairab Barman. Here too, the male charaagrking Dushyanta in the playakuntala
andAhom Prince Gadapani in the pldgrengar Satiwas enacted by Ms. Bhagyabani

Pathak .The theatre did not survive for a second year (p.120).

These, it must be admitted, had been daring ventures way back in the seventies,
something producers toddyave never dared to tryt is ironical that if one goes through
the list of plays performed on the stage of mobile theatres in the last fifty years, or at least
whatever is available, there are many plays based on strong female protagafstsyr
Lahkar (84 yrs) in his intervievinad proudly mentioned how the pBgulacreated records
as the longest running show in the history of mobile theatre and that, it was staged by Nataraj
Theatre for 40 years ( Lahk&: Personal Communication. July 09, 2014). But the question
is, what was the lens through which these female characters were looked at? Qliveously
male directors in a male dominant medium sketched the parameters of the female characters
to suit the existing norms of the patriarchal socldgre one can draw a parallel from Sarkar
(2012), who writes about the Indian cinema industry that, in an industry that has very few
women working behind the camera, the portrayal of women onscreen by male directors and
other male professionals will naturally have constraints and be gender biased. Msustver
portrayal may not always convey the world views, the subjective realities or perceptions of
the women. The roles portrayed by women onscreen are mostly the male directors notion of
what role women ‘oughtd be playing, and it is based on the diréstbeliefs, attitudes and

values, plus his perception of the viewers’ demand (p.3).
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The Huffington Posh association witiThe Tmes of India Goupfocused on work
written and, often, also performed by women at the 2015 Fringe Festival iMovle\ity.
Here, some of the playwrights who featured included Tdssa keimes, Ms. Christine
Howey and MsAnn Sarbuck. Reacting to the question, how to combat the gender gap in
the field of theatre, each of these ladies had their Kegmes mentioned, the way to go
about it is giving women the chances Itiot often women are given the opportunifiégere
are tons of actresses out there, but in terms of taking the reins, we are definitely way behind.
So, in the community called ‘Shooting Jane’, women will be given the chance to do that, i.e,
tell stories that women want to hglaut it will speak to everybodit's not anti-men, i just
about the quality of work that is produced. SimilaHpwey who changed sex to become
a woman, opined, that many men who run theatres ti& female playwrights seriously
They often can't relate to stories told from a female perspective. Commenting on the reality
of the gender gap in theatre in the B8n Sarbuck added that in the writemrooms, the
ratio of men to women is a joke slprobably one of the most sexist business out théee (

Huffington postGender gap in Theatre :2015).

If this is the scene in the US in 2015, then, is it surprising that we are in the same boat?
Women playwrights, directors and producers across the world probably will have similar
stories to share. Here we can look into some case studies which were taken up during the

research for this paper-

Ms. Pakiza Begum (45 yrs) renowned award-winning actredss#m, who has

experience in both amateur and mobile theatre, radio, as well as the screen, and has also
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ventured into direction in her own proscenium theatre gBau(preeze) in an interview with

this researcher opined that, ‘changing the mindset of a society is not an eagyetask.
women, got our opportunity quite late in time, so no wonder it will take time for us to get
there. Change is taking place, no doubt, but very gradually’(Begeengdnal Communication.

May 09, 2016).

Another prominent female director in the amateur theatre scenéssam todayis
Ms.Rabijita Gogoi (45 yrs), who has carved out a space with her distinct style of work. In
an interview with this research scholan the issue of the gender divide, she accepted the
fact that theatre is a male dominated sphefssiam and as in most areas of work, a woman
has to make that extra effort to prove her worth and talent. She narrated her own experiences
about how she had to ‘act like a male’ to make the people she was working with, listen to
her and take her seriousiMs. Gogoi opined that, ‘gender division in the arena of theatre
Is as much a reality as in any other field of work. The mindset of the society at large must

change(Gogoi, R.Telephonic interviewMay 12, 2016)

Veteran Odissi dance exponent, Ms. Garima Hazarika (74 yrs), who was associated
with mobile theatres as dance direcsettings director and costume desigingner interview
with the research scholalso stated that, ‘the gender division is there in mobile th&atee.
reins are never given in the hands of women’(Hazarilkeonal Communication. June 10,

2014).
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When questioned about the gender division by the research scholar in an interview
acclaimedissamese film makeMs. Manju Borah (62 yrs) replied that, ‘gender division is
there in every field, so why single out cinema and theatre? In spite of being an independent
woman working on my terms, | am also bound by the social terms and conditions. For
example, | try that much more to be a good wife and mother also. Our entire conditioning
is such that it is very difficult for us to break out.” On the question of very few women in
decision making positions lssamese cinema and theatre, Ms.Borah explaiSee, in
Assamese films my predecessors were Ms. Suprabha Devi, Ms. Kuntala Devi and Ms (Dr
Santana Bordoloi .This is a very time consuming field of work with no fixed working hours.
Add to that the fact that it is a male dominant scenario. How many women get the support
from their spouse to venture into and sustain in this line of work? Let us be realistic. Look
at the field of politics also, the thirty-three per cent reservation which has been given to us,
IS it utilized? Ground reality is very harsh. The patriarchal mindset is there, no point denying
it. Even in Bollywood and Hollywood, in the big league, how many women producer-
directors can you count? Howeyitla woman wants to make herself visible, she will have
to take up the challenge and never compromise on anything on the pretext of being a woman.
From physical fitness to indepth study about her field is a must. Otherwise she will not be

taken seriously’( Borah, M. Personal Communication. May 22, 2016).

Ms. Prastuti Parashar (43 yrs ) the current superstessaimese cinema and mobile
theatre, who is also seen on the amateur stage, hovewkea diferent version. In her

interview with the research schglahe opined thattwomen need to be confident and sure
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of themselvesyes, ours is a patriarchal society but | refuse to believe that women can be
kept down against their will. Even in the case of cinema, stage and mobile théasanm
if women want to, they can make their mark as playwrights or directors. Maybe, the effort
is lacking somewheré/Vhere there is a will, there is a way’(ParasHarPersonal

Communication. July 07, 2017).

It is heartening to see that with time several women have ventured out to make a space
for herself in the arenat direction of cinema and theatreAssamApart from the established
namesarranged in alphabetical order for convenience alikee Ms.Bhagirathj Ms. Manju
Borah, Ms.Pakiza BegumMs.Rerona BarbarooaliJs. Rabijita Gogoand Dr. Santana
Bordoloi,a new generation of female directosive come up likén alphabetical order)
Ms.Bidyabati PhukarMs.Enisha Sarmé/s.Dipika Deka Ms.Kismat BanoMs.Manimala
Das Ms. Moni Bordoloi,Ms. Papari MedhiMs. Pari SaraniyaMs. Pranami BoraMs.

Rayanti Rabhavis. Rima DasMs. Sanchitalalukdar Ms. Ujjala Barmangt al.

Gender disparity is a fact, and the real challenge is how to wigeAtrabst all male
producer/directors prefer to shy away from this topic. Replying to the question about women
missing as decision makers in mobile theatre Rdtan Lahkar (72 yrs) producer of Kohinoor
Theatre, pushed the ball onto the wora@ourt by saying, ‘\émen themselves will have to
come out’(LahkarR. Personal Communication. July 09, 2013).This is precisely what ‘The
Kilroys’, a LosAngeles based group of women producers and playwrights, which was
formed in 2013, feel, that, they are done with talking about gender parity and are taking

action.They have opted to funnel their distaste with the industry into an annual project titled
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The List that brings together the names of female and trans playwrights who have written
plays in the past yeafo do so, the Kilroyssurvey artistic directors, literary mangers,
professors, producers, directors and dramaturges who nominate plays they have seen, specially
works written by female or trans-authors, that have yet to be prodiivedList(2015),

which narrowed down a field of 755 suggested plays to 53, is meant primarily as a tool for
those contemporary producers who claim they want to showcase under-represented writers,

but believe female playwrights are hard to find.

In the course of their interviews mentioned previguslyh Ms.Pakiza Begum (45 yrs)
(Personal Communication. May 09, 2016) and Ms.Rabijita Gogoi, (42 yrs) (Personal
Communication. May 12, 2016) lamented about the lack of a common platform like the
‘Kilroys’, for women producers, directors, dramatists, scriptwriters, music directors, singers,
dancers and actresses, Aissam, where various issues related to these arenas may be
voiced. The idea of ‘The Kilroys’ stated in the preceding paragraph is a fine example that can
be adopted here A&ssam alsdwWhile talking of women playwrights in mobile theatre, Mr
Krishna Roy (72 yrs) proprietgaroducer oAbahanTheatre informed that the only name
that can be mentioned is that of Ms. Miatharjee, who wrote the pldyakhimee Bowari
for AbahanTheatre in 1991, directed by MEebarata Barua. (RoK. Personal
Communication. May 1L, 2014)The question that automatically comes up is, when we have
so many prolific female litterateurs Asssam, why this dearth of female playwrights? No
doubt, that writing literature and scripting a play are two completely varied fields, but if we

have had male litterateurs like the Bhabendranath Saikia, who took up playwrighting, what
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has stopped the ladies, litterateur or not, from venturing into this are&?idhina Roy (72

yrs), opined thatwriting a stage fit play is a very time consuming job and one must have
the knowledge of the stage. Maybe this could also be a reason that we do not find women
playwrights in mobile theatre’(Rpi{. Personal Communication. Maly12014)This opinion

of Mr. Roy brings up another question, if scripting plays for mobile theatre is so tough and
time consuming, how is it that today a single male playwright has almost monopolized the
mobile theatre scenario, churning out dozens of plays each season? Is it humanly possible?
Is that the reason why now most mobile plays remind us of some or the other Hindi, Bengali

or south Indian movies? This can probably be another study in itself.

Talking about women in mobile theatres as a whole, few names, apart from the long
list of actresses and dancers, can be counted for leaving their indelible mark. This include, in
alphabetical order for the sake of convenience alone, Ms.Abala Barman (first producer), Ms.
Arati Das Bairagi (playwright and director of dance drama), Ms.Garima Hazarika (dance
director/ settings designer/costume designer), Ms.Pushpa Devi (only director), Ms. Renu
Phukan (first female singer), and Marali Sarma (music director). But the question remains
were these women decision makers in the real sense of the term? Or did they simply adhere
to the norms set by the male producer/director of whichever mobile theatre group they
worked with? In our society the female has always been defined through the ‘male gaze’.
Mulvey(1989) has elaborately explained about the ‘male gaze’ in her work and argues that

‘scopophilia’ which means, ‘taking other people as objects, subjecting them to a controlling
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and curious gaze’, is one of the numerous pleasudereadby cinema (p.16). Consequently

the self-sacrificing silent (voicelesdpendent, virtuous ‘heroine’ versus the bold, self-confident,

ndeper

dent (with a voice), bol

d ‘vamg’h

patre, too, is no ddrent.As Sarkar (2011
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It may be mentioned hefe, that while there is this visible absence of \
playwrights in the mobile theatre scenarig, it is interesting to note that we see a
pf originalAssamese plays penrled by women playwrights/dramatists in the dramg

FAHRaRatio-Guwahat—Given-betowis—atist thathas-beencompited-by-9
(20157
Table 5|3: Playswritten by femaje playwrights for All India Radio, Guwahati
(1948-1973)
SI.No Name of the No. of Name of plays written
Playwright plays
1 2 3 4
1 Anuradha Medhi 03 (@ Ashru Hanhi’r sangamat
(b) Dongson
{c)—Sighason
2 Arati Das Bairagi 08 (@ Janani/ (b)Baidehi /

Apotya 1 (d)y Durbeen

Phul Jodi Bhul hoi /

(c)
(e)

(f)
(h)

Boja / (g) Brindaban /
Sendur

199



200

(1 2 3 4
3 Arati Devi 01 (@) Prajapataye Swaha.
4 Bina Das 02 (@) Jala-Kata / (b)Sat Bhai.
5 Bhon Saikia 01 (@) Dutiya Morar Kena
e HemalotaBares o1 fe—ShosUpabar
7 Kusum Bora 01 (@ Kheli Meli (Natika)
8 Caknyahira Das 0T (@ Agnidagana
9 Nalinibala Devi 02 (@ Janmastami / (b) Puberun.
10 Nilima Das 02 (@) Eri Aha Gaon / (b)fipitak
11 Nirupama Borgohain 02 (@ Jui chain Dam (b)Rupahi.
12 Nirupama Barua 02 (&) Bikramar Swaga Prapti/
(o) —Jonakir Dest{probably)
T3 Nirupama Hazarika 0T (@ Amrit Prabha
14, Nirmal Prabha Bordolor 01 a) Chandra Kumar
b) Daktar Surya Kumar Bhuyan
15 Priti Barua 02 (a) Sowarani Bhetiba Koney/
(b) Fill up the Gap
16 Premalata Barua 02 (@ Jibanar Khala bama/
(b) Shes Upahar
17 Preeti Bhattacharya 02 (@) Mai Pakhilee/
(b) Baliya Buhar chahmel (ppbably)
18 Pratibha Barua 02 (@ Jonalir Arat Sonali
(b) Deshar Katha
19 Senehi Begum 01 (a) Dighal Nak
20 Sneha Devi 01 (@ Shes Tipti
21 Suchibrata Rai Choudhury01 (&) Herowa Sapon
22 Suchitra Barua 01 (a) Daworar Duwari Bhara




23 Usha Rani Devi 01 (a) Saponor Saja
Source : Saharia (2015, pp.244-253)

The table, 5.2 above is a source of inspiration for women wannabe dramatists. If this
was possible then, what is stopping the wamwriters nowHMowever an interview by this
research scholar with MNayan Prasad (58 yrs), who was the producer of the drama
section ofAll India Radio, Guwabhati for a long time, revealed that rtbe conditions have
changedTo quote MiPrasad,Vith so many means of entertainment available, pewple
are not really attracted to radio plays/more and that is why dramatists/playwrights, male
and female, are very @idult to find. Among the handful of currently writing female dramatists
in AIR, Guwahati are, in alphabetical ordets.Arati Das Bairagi, Ms.Arupa Patangia Kalita
Ms. Jimani Choudhuns.Manikuntala Bhattacharya, Ms.Rehana Hussain, and Ms. Subhadra
Devi Bhattacharyya. New talents are hard to find’ (Prasad,N. Personal Communication. May

15, 2017).

Mobile theatres oAssam have come a long wdtyis time that new concepts, ideas
and perceptions are experimented with. Feminist theatre can also be such an experiment. But
the question is will the producers dare to take up such experirAsrii#® Rabijita Gogoi,(42
yrs) amateur theatre directanentioned in her interviewnobile theatre oAssam is a topic
of great curiosity for theatre lovers outside the state’(Gogogl&pfonic intervielay 12,
2016).As such, it is the duty of the producers to keep up its standards and what it has to
offer to society at large. If earning profits become the only motive of mobile theatre (the trend
nowadays), will mobile theatre A6sam be able to preserve its unique ident§iPit be

able to claim to be the reflectionA$samese societyrhus, the social relevance of mobile
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theatre ilAssam is definitely there because they entertain, educate and inspire the audience.
They have become a part and parcel ofAggamese society and culture. Like films, plays
which give out a strong social message and comment on important social issues leave an
impact on the people. It is true that the “stauiture in mobile theatre is not a very healthy
trend but on the contrany cannot be negated that it is because of the presence of these cine

stars that mobile theatre has reached this height of popularity among the masses.

In the last few years, many stalwarts of mobile theatre, including the man who is said
to have given birth to mobile theatre .Mchyut Lahkar has passed drhe other noted
names in alphabetical order being, Milya Sarma, DBhabendranath Saikia, MPharani
Dhar Barman, MMahananda Sarma, MMahendra BarthakuMr. Prasanta Hazarika, Mr
Ratan Lahkaret al With these stalwarts gone, the generation that gave birth to, and established
mobile theatre ofAssam in an elevated pedestal, has now almost passed on. It is now the
duty of the second generation of producers to shoulder the responsibility of sustaining mobile
theatre as the most popular medium of entertainment and bring back its glory that is being
questioned. It is also the duty of this generation to train the future generation of producer/
playwrights that mobile theatre is not merely business, ratiadile theatre is a powerful
mass medium that has, and can play a significant role in voicing the sasmigs. It is truly

a unique treasure gissam.
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CHAPTER VI

SUMMARY AND CONCLUSION

The discussion in the previous five chapters of this research work has made one fact
clear that mobile theatre Assam, since its very inception, has been holding fort on its own.
It has managed to carve out a very special place in the ardssaofis performing artsAs
mentioned previous)ynce, looked down on by the elite drama connoisseurs as the ‘poor
mans entertainment’, today mobile theatre is the most popular medium of entertainment in
Assam, cutting across all social classes. Mobile theatre has gone through its share of trials and
travails, but it has survived. The interesting thing is, in this age of digital media, with all its
facilities and easy access, mobile theatre is still going strong. It is true that there is a whole
lot of allegations against mobile theatre tqdi&g loss of originalityovercommercialization,
dependence on technical gimmicks and ‘filmy’ presentation, rise of ticket price, etc., but one
must understand the struggle that mobile theatre has had to face with the changing times and

tastes, to sustain itself.
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Performing arts is for the audience. If the mobile theatre presentations are to be
accepted by the audience toddney must cater to their expectatiofise older generation
of mobile theatre people, as well as theatre lovers lament that mobile theatre has lost its
original characteiVhile the producers try to refute this allegation and claim that they are
simply adapting to the changing socio-economic environ. The question has often been asked-
who is correct? Looking at the success of the mobile theatres every season, one has to admit
that there is no doubt about its popularitAssam todayit is an undeclared industry that
is doing business in crores. In spite of all its negative aspects, pointed out by the critics, there
has to be something positive in this medium, that it has still managed to attract the masses in

huge numbers.

The firstintroductory chapter of this research work has sought to establish the relevance
of the subject of this research work titledimensions of the MobileTheatre ofAssam’.
It gives an idea of what mobile theatreAssam is all abouT his is one performing art that
can claim the distinction of being unique in the world because, though a lot has been written
and said about travelling theatres around the globe, nowhere is there something akin to the
mobile theatre that was devised by. Mchyut Lahkar in Pathsala, in Barpeta district of
Assam in 1963, following in the footsteps of his preceding adventurers likBfHtam
Bayan, MrSanta Ram Choudhuymyir. Brajanath Sarma and his own brotidr.Sadananda
Lahkar The literature revieythe locale of the research work, the objectives of the work, the
hypotheses to be explored, along with the methodology adopted, and limitations of the study

has been established in this chapter
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The second chaptelEmergence and Evolution of MobileTheatre in Assam’,
while searching for the history of mobile theatre, tries to follow the rich history of performing
arts as a whole ilssam.The importance of Barpeta as a cultural hub since the time Srimanta
Sankaradeva arrived and resided there, is a well-established fact. The historical and cultural
influences upon Barpeta, and the contributions of this place as the birthplace of mobile
theatre, has also been explored in this chafitereafterthe changes in the political history
that is, the end of th&hom dynasty and how it impacted cultural hist@yming in of the
British rule and with them, the import of the Bengalbu who brought thgatra performances
into Assam has been explorddhe changing content of tiegras from Bengali mythological
geetinaatysong based drama) to translafstamese presentations and, thereatter
originalAssamese dramas, the historical moment wissamese women stepped on stage
for the first time, and the ensuing journey that led to the birth of Nataraj Theatre, the first

mobile theatre oAssam in 1963, has been the content of the second chapter

In the third chapter Structur e, Technique and Management in Mobilérheatre’,
the entire set up of the mobile theatre that includes the produeetor playwright, actors,
technicians, etc., has been elaborated along with the structural details of how the mobile
theatres prepare and perform in a nine-month long journey across the length and breadth of
Assam. The techniques of presenting the plays on a double stage with no intervals at all, with
helicopters landing, trains running, ships sinking, dinosaurs roaring, double-acting by one actor
and more, that are reflections of the changing business as well as taste of the audience have

been delved int&\ season of nine months entails a huge preparation and logistics for boarding,
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rehearsals, food, travelling, performances and many unseen situations. The superb management
of the mobile theatre groups is a model that can be studied sep@itasly dimensions of

mobile theatre has also been explored in this chapter

The fourth chapter is titledProblems and Pospects of MobileTheatre’. As the
title suggests, in this chapter the various problems and challenges that the mobile theatre of
Assam have encountered right from the beginning have been taken up. The problems and
challenges have also changed with the changing times. One allegation that has dogged mobile
theatre since the last decade is that the quality of the plays presented has lost their ethos,
which, according to the Oxford dictionary means, ‘the distinguishing charsetdéiment,
moral nature or guiding beliefs of a person, group or institution’. Connected with this, are
various issues like dearth of playwrights, the ‘star-culture’, lack of growth of acting talent,
increasing influence of cinema, changing character of the audience, competition among the
mobile theatre groups, mushrooming of too many new mobile theatre groups, consequent
lessening of audience, gradually vanishing space in the urban areas, etc., have been discussed
here. The role of the State Government as well as the Central Government, rather the lack
of it, and its necessity in the development and preservation of this medium, unique in the
world, has also been taken &part from that, the future prospects of this ‘indussyalso
being imagined here. Importance of preservation of the manuscripts, publication of the dramas
written for mobile theatre, digital preservation of the plays as well as songs and music and

the importance of an archive, has also been taken up in this ciNgp@oubt there are
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problems, but the larger section of theatre lovers opined that mobile theatres will continue its

journey gloriously

The fifth chapter has been an attempt to look intolthpact of Mobile Theatre
on theAssamese Society and Culter. This popular medium of mass communication, that
has completed 54 years, could not have done so without some amount of impact upon the
society The impact measure has been sought by dividing the areas into social, economic,
cultural and otherd.he economic impact of mobile theatreAssam that cannot be denied
is the fact that, it has provided direct employment to hundreds of people, both skilled and
unskilled, some even llliterate. Indirectlizis employment has helped to sustain the families
and dependents of these employ@gsrt from that, the mobile shows during their nine
month roadshow help the people of a particular area, especially in the rural locations, earn
a few dollars more. The social impact is a very broad arena and an attempt has been made
to cover aspects like, the importance of theatre, how literature is being reflected on the mobile
stage, and how it can be a tool for social change, if mobile theatre has been a trendsetter in
any way etc.The cultural impact has been analyzed keeping in view the historically assimilating
character of thAssamese societidiow in the post-globalization era, various external and
commercial factors are impacting upon mobile theapart from this, the important issue of

the space of women in mobile theatres also has been discussed here.

The final chapter Summary and Conclusion’is a collective summary of what has
been discussed in the previous five chapters. This final chapter has tried to revisit the hypotheses

which were taken up in the first chapter and analyze whether they have been proven true or
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false. This chapter is also the platform to put forth certain recommendations which may help
this mass medium of communication uniqudgeam, not only strengthen its position but also
ensure its future. The hypotheses that were taken up in this research work were: (a) The
commitment to the original idea with which mobile theatre had been born, toAssa@hese
culturally along with the establishment of a well-organized professional theatre has been lost,
(b) class difference within the mobile theatre set up is increasing and this is not a positive
change, and, (c) mobile theatre is a male dominated arena where women have been invisible
as decision makerafter the elaborate discussion in the five previous chapters, the researcher

has come to the conclusion that all the three above stated hypotheses have been proven true.

Taking up the first hypothesis, apart from the fact that mobile theatre has sustained the
trend of professional theatre which was the primary objective oAthyut Lahkar to
provide financial security and stability to people associated with theatre, its other main objective
to enrichAssamese culture has been overshadowed by the commercial defodagshe
plays staged are hardly reflection of th&samese society or ethos, rathgollywood
blockbusters are stitched and tucked and pasdemsadriginalAssamese dram&he
justification being, this is what the audience wants tofetptations of great literary creations

are also dwindling just as original plays that once was the hallmark of mobile theatre.

As for the second hypothesis, though the producers and ‘stars’ do not like it when the
issue of class difference is brought up, the junior artists, workers, technicians, even Inviting
Committee members and people closely associated with mobile theatres agree that the ‘one

family’ concept that once existed in mobile theatre, has changed to a large extent. Sri Jonmoni
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Sarma (45 yrs), Secretasibgyor Club, of Phulaguri in Nagaon, in his interview stated that,
‘class diference is a fact. Earlieeven the lead actactress used to be accommodated in

the same place as the other people.RManjit Das, one of the most talented actors of the
medium has spent nights on school benches just like the other boys. Similar examples can be
cited about people like, MMahananda Sarma, Mdpakul Bordoloi, MiRobin Neog, all

stalwart actors of mobile theatres. Even the leading ladies back then, had no qualms about
sharing accommodation with junior artidfgill the ‘star artists of today agree to do that?
Separate special accommodations have to be arranged for them. Is this not class difference?
Disparity in the payment scale is definitely the canfghis’'(Sarma, J.&lephonic interview

October 26, 2016).The fact of class difference was corroborated by many junior artists and

workers of the medium on conditions of anonymity

Coming to the third hypothesis, as far as mobile theatre being a male dominated arena
is concerned, the earlier discussions, particularly where the space of women in mobile theatre
has been explored, and the economic impact of mobile theatre has been taken up, it becomes
quite clear that this fact is true. Probably because of the nature of the set-up of the medium,
and its emergence from a history when women had no space at all in performing arts, the
change that is happening has been very gradiaamhen are still missing from the decision-
making positionsAs opined by celebrated film and mobile theatre Mar Prastuti Parashar
(43 yrs), (ParashaP Personal Communication. July 07,2017) and producer of Kohinoor
theatre, MrRatan Lahkar (72 yrs), (LahkBrPersonal Communication. May 22, 2014),

‘women will have to come out themselves’. Though such statements are very easy to make,
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reality is often not as eashhe question remains- will women be given the opportunity? But,

for that to be answered, women will really have to come out and try to make themselves

visible. Simply portraying ‘strong’ female characters that has been imagined, conceptualised
and directed by men cannot be the end of women empowerment within mobile theatres. The
day the reins are equally handled by women, a new chapter will begin in the history of mobile

theatre ofAssam.

During the entire period of this research work, interaction with people within the mobile
theatre as well as people from different backgrounds and walks of life, but with one common
love-mobile theatre, was a very positive experience. The common man, who is the real
connoisseur of this medium, had many things to say about how they want to see mobile
theatres become world famous. On the basis of those thoughts and ideas shared by these
lovers of mobile theatre, a few suggestions are being put in here with the hope that somewhere
this research work will contribute a tiny drop in the study and development of this most

popular art form oAssam:

B Preservation of manuscripts, plays, songs, dance-dramas year wis@&AfhieA
centrally The lack of scientific and technically sound preservation has resulted in the

loss of the major portion of historical data of the last 50 years.

B For preservation, a state- of- the- Arehive inAssam, like the National Fil#rchive
where the renowned films of the world are preserved, is the need of thilbigust

the drama- literature, but the actual theatre presentations through digital technology
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should be preservethis will not only be a great treasure for postebiyt will also

inspire and facilitate further research work in the field.

With regard to the above mentioned archive, government support, either state or central,
is a mustAs discussed earlisgoodwill of the government can do a [bhe pressure
needs to be built up and here, the mobile theatre producers, both mobile and amateur
drama workers, bodies like tWesam Natya Sanmilaaind Bhramyaman Theadr

Dasak Foum,as well as all mobile theatre lovers have great responsibility

Each mobile theatre group must realise the importance of preservation of the manuscripts,
songs, souvenirs, income-expense details and other documents yearwise in a systematic

manner

The annual souvenirs brought out by the mobile theatres should be taken more,seriously
with better contents published, which are not repeated after a couple of years. Moreover
the editors of the souvenirs must be careful in monitoring the information given through

the articles.

Another recommendation is that mobile theatre groups should coordinate with the
inviting committees of the urban areas and take steps to ensure that open space will
be available in the future to present their shows, considering the fact that such open
spaces in the urban sphere is fast disappearing. If need be, petitions can be presented

before the government in this regard.
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As mentioned in the last part of the fifth chapgsamples like the Chinese Dramatic
Association are great inspirations and should be considered, if it can be emulated in any

manner

TheBhramyaman TheatrDarsak Foum(Mobile TheatreAudience Forum) should
play a more active role in monitoring what is being dished out by the mobile theatre

groups,and raise its voice with opinions and suggestions accordingly

We, theAssamese people, must realize and understand our own responsibility to help
preserve and sustain our mobile theatre. Simply turning, #&eguse we are not liking
certain things about it , is certainly not any solution of rectifying the loop holes that has
crept into mobile theatr&s mobile theatre lovers,audience or simply as a layperson,it
is our duty to voice our concerns and do our bit to keep the flag of mobile theatre of

Assam

There are no two ways about the fact that mobile theatre is a commercial venture. Having

said that, the producers should never misuse or under-utilise the potential of this hugely popular

medium in contributing to the betterment, information and reformation of the sociefye#tlar

the same time, it must keep its identity as a unique performiofy@sanm intact.This research

work is a humble attempt to look into the various dimensions of mobile theAssaoh but

it may have overlooked aspects that should have been and could have been incorporated here.

It is therefore hoped that this endeavour will encourage other researchers in this field which will

bring out more and more information, raise more questions and find answers to those questions

and thus help contribute to the future journey of mobile theatfessam.
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