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A model of the stage in “Nabanna” (first produced by the IPTA on 24th October
1944 at Srirangam Theatre, Calcutta). Housed at the Natya Shodh Sansthan.
Created by Sri Khaled Chowdhury.




The IPTA Logo.
The Natya Shodh Archives.










Cover of First Edition, Purabi Publishers (Calcutta), 1944.
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“Nabanna' set.

Model by Khaled Chowdhury
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Malini Bhc ‘Bengal”

even begins to talk about Bengali theatre today, one has to talk

nt’ in Bengal. That such a movement exists and that it struggles to e:

‘an alternative economic basis from the thriving commetcial theatre i

on created by the IPTA in the 1940s. The movement is not confined tc

h a restricted audience of the initiate, but has deep, far-reaching roots eve
- of the state; and however much the hundreds of small, theatrical groups may d
}' eir specific political persuasions and their modes of experimentation, zhey s
nt agazmz‘ large private ownership in the sphere of the performing arts and the cultural val

, is largely a legacy of the IPTA.

ttacharya, “The IPTA in Bengal”, Journal of Arts and Ideas, January to March (



Malini th’r

- the term came to have a richer significance, because in a semi-feudal set-up, the tard
industrial capitalism has ensured a longer lease of life to indigenous forms of folk cul
organisational character enabled the IPTA to explore alternative cultural formations still
LA, / non-urban areas and to establish a link between the traditional and the contemporaty. [

Jor cultural activists to go to the people and activate them to create new theatrical forms for themselves.

d, 5-6. [Emphasis mine.]



Utpal Dutt, Interview " i
Review, 1971. -

A
-

ylutionary theatre is essentially people's theatre, which means that it must
efore the masses. The audience is out first concern; mattets of form and cos {
second. A genuinely tevolutionary play put on before an intellectual audience in the
- isirrelevant because the intelligentsia simply won't change. Essentially, the revol
- first for workers and peasants. Revolutionaty theatre must preach revolution; it m
~ not only expose the system but also call for the visken smashing of the state machine!

inawardana, 225,



Walter Benjamin, “The Author as
Producer”, 1934



=

Gargi Chakravartty ohy (NEJTiOhCﬂ

Book Trust, 2007
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Imagining the ‘People’.
From the Natya Shodh Archives.




Bijan Bhattacharya's “Nabanna” (1944).
From the Natya Shodh Archives.
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Kunja and Pradhan
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Bijan Bhattacharya as Pradhan Samaddar




Angar’, cover to the souvenir printed on its 200t show




Sambhu Bandyopadhyay]

Angar (1959) [Photograph




Kallol (1965) [Photograph: Sambhu Bandyopadhyay]




Kallol (1965) [Photograph: Sambhu Bandyopadhyay




Teer (1967) [Photograph: Sambhu Bandyopadhyay]




Model of “Kallol” set from the Natya Shodh archives.













