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Abstract:  
       
     Ghashiram Kotwal (1973) is one of the most celebrated and widely acclaimed play by 
Vijay Tendulkar (1928-2008). The play is considered as a landmark in Indian theatre. 
Ghashiram Kotwal exposes the greed, treachery, sexuality, brutality and immorality that 
characterize power politics in contemporary Indian society. This paper attempts to explore 
how state apparatus, institutionalized religiosity, patriarchal authority and deputationist 
politics function as agencies of power in Tendulkar’s Ghashiram Kotwal. But this is not all, 
for Tendulkar in this play, explores issues like the commodification of the female body under 
the schema of capitalist exchange and the double standards existing in the Peshwa and 
Brahmin communities in India. 
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A true theatrical work disturbs the senses in repose, liberates 
the repressed unconscious, foments a virtual revolt…. and 
imposes both a heroic and difficult attitude on the assembled 
collectivity. (Artaud 36)      
                                                                           

          Antonin Artaud (1896-1948), the French writer of the interwar years explored the 
theme of cruelty in his plays and proposed a revolutionary concept of the theatre of cruelty in 
place of the extant mimetic, humanistic, psychological or aesthetic philosophies of drama. 
Artaud asserted in The Theatre and its Double (1938) that the canonical writers ‘may speak 
nobly, but in a manner that no longer suit these times’ (Artaud 34). He thus deviated from the 
traditional theatre, whose nuclear elements were words, well made plots, psychologically 
oriented and rationally understandable characters. In place of the poetry of language, he 
proposed the poetry of space by employing such means as music, dance, the kinetic arts, 
mime, pantomime, gesture, chanting, incantations, and architectural shapes. According to 
Artaud, theatre should provide the spectator with the true essence of dreams in which the 
spectator’s fondness for crime, his erotic obsessions, his savagery, his neurotic fantasies, his 
utopian sense of life and things, and even his cannibalism may gush forth not on a theoretical 
and illusory level but on an inner plane. In arguably a somewhat similar view, Vijay 
Tendulkar ((11992288--22000088))  believed that theatre had to disturb the mental peace and pent up 
emotions of the spectators. His plays are therefore not only designed to disturb the audience 
but, even to shock them. Tendulkar’s Ghashiram Kotwal (1973) is considered as a landmark 
in Indian theatre. The play exposes the greed, treachery, sexuality, brutality and immorality 
that characterize power politics in modern society. About this play, Tendulkar himself stated 
that: 
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This is not a historical play. It is a story, in prose, verse, music 
and dance set in a historical era. Ghashirams are creations of 
socio-political forces which know no barriers of time and place. 
Although based on a historical legend, I have no intention of 
commentary on the morals, or lack of them, of the Peshwa, 
Nana Phadnavis or Ghashiram. The moral of his story, if there 
is any, may be looked for elsewhere. (586) 
 

          In Ghashiram Kotwal, Tendulkar moved away from the tradition of naturalism and 
used the form of folk theatre. In this play, Tendulkar made use of poetry, song, music, dance 
and other form of stylized speech, gesture, movement and masks. Through the 
characterization of Sutradhar, he had evolved the social prototypes rather than individualized 
characters. These innovative stage mechanisms adapted by Tendulkar in Ghashiram Kotwal 
makes one recall Antonin Artaud’s suggestion for the need of ‘a physical language, aimed at 
the senses and independent of speech which consists of music, dance, plastic art, mimicry, 
mime, gesture and lighting’ (Artaud 57). According to Artaud, these stage mechanisms are 
required not to narrate or present cruelty but to actually transmit it in order to shock, horrify 
and ultimately purge the audience of psychic and spiritual maladies.  
 
        Ghashiram Kotwal is divided into two Acts and the plot is narrated through the shifting 
moods of dance, music and the actions of the chorus. The First Act opens with the appearance 
of the chorus who presents a group song to celebrate the worship of Lord Ganapati. The 
Sutradhar introduces the major characters on the stage, a group of six persons consisting of a 
‘vedantic scholar’ (362), ‘a vaidya doctor’ (362), ‘a logician’ (362), an ‘astrologer’ (362), a 
‘linguist’ (362) and a ‘baron’ (362) as ‘the Brahmins from Poona’ (362). One of the 
Brahmins was going in quick haste but at the curiosity of Sutradhar, he got irritated because 
he did not want to reveal his destination. Eventually, he informs that he was going to 
‘Bavannakhani’ (365) and subsequently one by one all the Brahmins start going out quickly. 
As the human curtain dissolves, the Sutradhar through his song presents the whole 
background of the political unrest in the state. The Brahmins assemble in the hall of Gulabi, 
where Ghashiram is dancing with the courtesan. All are involved in an erotic mood and 
transfixed by the sensual warmth of Gulabi. Thus, institutionalized sexuality and 
institutionalized religiosity are dramatically juxtaposed in the reiterated image of 
‘Bavannakhani’ (365), the red light area, which has turned into the garden of Lord Krishna. 
The Brahmins participate in ‘lavani’ (366), the love song, while their wives stay at home. 
Like this, most of the women characters in Ghashiram Kotwal remain subjugated under 
patriarchal control. The Brahmin wives act in a group when they are implicated in the 
decadence of Pune, but they do not have a separate voice or space. All the women in the play 
belong to the different ends of the socio-economic spectrum. In the play, Gulabi is a 
courtesan and exists outside the upper and the middle class strata of the society while Gauri is 
a poor Brahmin’s daughter in the city which is dominated by the class-conscious and self-
righteous Brahmins.  
 
         Tendulkar juxtaposes the atmosphere of sexual provocation and spiritual practices by 
blending the erotic dance of Gulabi with the sensual Brahmins and the chanting of religious 
song ‘Radhakrishna Hari, Govinda Murali’ (368) in the background. This dramatic device 
reflects the moral perversity and the spiritual bankruptcy in the society depicted in the play. 
Then, as Nana dances with the courtesans, he suddenly sprains his ankle, and it is Ghashiram 
who seizes the opportunity to gain the favour of Nana and so he rushes forward offering his 
back to the Chief Minister Nana as support. As a result of this service, Ghashiram gets a pearl 
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necklace from the minister and in all humbleness acknowledges: ‘I have been rewarded’ 
(370). Nana is pleased with the services of Ghashiram who introduces himself as a ‘Brahmin 
from Kanauj’ (370). Gulabi the courtesan uses her sensuality as a mechanism of power to 
subdue the authority of the Brahmins as well as the Chief Minister. As the Brahmins try to 
play with Gulabi and she erotically keeps all of them at a distance. The lust for materialism is 
revealed in Gulabi’s efforts to snatch the pearl necklace from Ghashiram. She challenges 
Ghashiram telling him: ‘I hired you as a dancer. That’s why you could get as much as a 
glimpse of Nana’s shoes. I should have that necklace’ (371-372). Thus from the very 
beginning of the play, the audience can feel the execution of power-politics in the context of 
the major characters. Nana Phadnavis executes his political power over the state. Ghashiram 
exerts his patriarchal domination over his daughter Gauri. Gulabi, the courtesan uses the 
power of sexuality to secure her identity in this morally corrupt city. Tendulkar’s presentation 
of the matrix of power in Ghashiram Kotwal reminds one of Michel Foucault’s observation, 
‘Power is not an institution, a structure or a certain force with which certain people are 
endowed, it is the name given to a complex strategic relation in a given society’ (Foucault 
93). However, Tendulkar seems to be more concerned in exploring how power operates 
within society rather than examining the sources or the implications of that power.  

 
                    The First Act of Ghashiram Kotwal portrays a picture of greedy Brahmins who are no 

more than the beggars of Poona. In this crowd of Brahmins, Ghashiram also presents himself, 
but his identity as a Brahmin is questioned because he keeps a ‘shaven head’ (373), the ‘holy 
thread’ (373) and a ‘pious look’ (373). The Brahmins of Poona humiliate Ghashiram on a 
false charge of stealing money. The soldiers put him in prison although Nana says that he is 
innocence. After some time, a soldier throws him out of the prison and says, ‘Get lost. Hey! 
Thief, monkey. If you so much as put a foot in the holy city of Poona, you’ll lose your head. 
Go away. Take your ugly face and go far away. Don’t come back to Poona. Not even your 
shadow should fall on the city of Poona. Get lost. Go’ (376). The initial scenes of the play 
therefore show the reduction of Ghashiram to the state of a pitiful victim at the hands of 
social oppression. As Samik Bandyopadhyay in the ‘Note on Ghashiram Kotwal’ in Vijay 
Tendulkar’s Collected Plays in Translation (2003) has opined: 
 

In Ghashiram Kotwal, power is defined ‘horizontally’ (in the 
sense in which Maurice Duverger uses it in The Idea of 
Politics, London, 1966), in terms of individuals against 
individuals; from humiliation, to revenge in assertion, to 
eventual victimization; played out against a background of 
political and moral decadence and degeneracy…A whole aura 
of hymns and religious ceremonial provide the ironic screen 
that is pierced through and through by the crudest exercises of 
power. (Bandyopadhyay 587) 
 

         Other than the political and the economic implications and the sources of power, 
Tendulkar is more concerned with the mechanisms of power operating within the society. 
Michel Foucault in his work Discipline and Punish: The Birth of Prison (1975) also 
compared modern society to Jeremy Bentham’s 'Panopticon' design of a prison. Similarly in 
Ghashiram Kotwal Tendulkar traces the struggle of his characters entrapped within the 
'Panopticon' design of a prison which exercises its social, political, religious and patriarchal 
authority without brooking any opposition or resistance. The Brahmins, the Brahmin women, 
Gulabi and the Marathi lovers are presented as the instruments of oppression on Ghashiram. 
Hunger and poverty add to his humiliation. In fury, he says, ‘But I’ll come back. I’ll come 

www.galaxyimrj.com Galaxy: An International Multidisciplinary Research Journal ISSN: 2278-9529

Vol. 5, Issue IV July 2016137



back to Poona. I’ll show my strength. It’ll cost you! Your good days are gone...I’ll come back 
like a boar and I’ll stay as a devil. I’ll make pigs of all of you. I’ll make this Poona a kingdom 
of pigs’ (376-377). For Ghashiram his humiliation is not only a matter of fate of his wife and 
daughter but a humiliation of his ego as a Brahmin. He is not ready to compromise with the 
laws of Poona and therefore he declares, ‘I am a Kanauj Brahmin. But I’ve become a Shudra, 
a criminal, a useless animal. There is no one to stop me, now; to mock me, to make me bend, 
to cheat me. Now I am a devil’ (376). Through this rebellious attitude and brutal assertion of 
Ghashiram, Tendulkar reveals how inhuman suppression of basic identity may be 
transformed into fury and seek its manifestation in the form of violence.  

 
                      The attention of Sutradhar shifts to Nana Phadnavis, who holds a flower in his hand, 

ogles women and smells the flowers. In the scene where Nana sees Gauri for the first time, 
Tendulkar shows his dramatic craftsmanship by blending the issues of religiosity, sexuality 
and deputationist politics.  When Gauri prays to Ganapati, Nana propositions her. Gauri turns 
away and addressing Ganapati says ‘he will see’ (378). Nana mocks her by saying ‘The idol 
of holiness’ (378) and according to Samik Bandyopadhyay, ‘…the façade of ceremony 
collapses at once’ (Bandyopadhyay 587). Nana in the illusion of his lust of power, does not 
even hesitate to ridicule the presence of holy Ganapati, and tells the girl, ‘Look, he has two 
wives. One on this side, one on that side. If you sit on our lap, he won’t say anything’ (378). 
Tendulkar thus portray the filthiness of corrupt politicians like Nana in his play. The girl tries 
to stir the filial piety of Nana and pathetically implores him, ‘You are like my father’ (378). 
However, Nana being lost in his own passion does not care for the request of the girl and like 
a thirsty animal he puts his hands around her neck with the comment, ‘Don’t lose any more 
time. Youth will not come again; the bloom will not last’ (378). The girl escapes like a 
‘frightened deer’ (378), but Nana being blind in lust holds the hand of the servant. He cries 
out like a lustful figure, ‘What a lovely figure! Did you see? Erect! Young! Tender! Ah!’ 
(379). He starts crying and mourns his loss. He orders his servants to search for the girl and 
he confesses that in absence of her, all his power and kingdom would be meaningless to him. 

       
         Significantly, Ghashiram arranges for Nana to have Gauri in exchange for a share of 
Nana’s political authority over the entire city of Pune. Just as Nana abuses his position as a 
ruler of Pune to plunder and rape, Ghashiram too abuses his position as Gauri’s father, in 
order to exercise power over those who plunder and rape. Luce Irigaray in her essay, 
“Commodities Amongst Themselves” observed that the exchanges upon which patriarchal 
societies are based, take place exclusively among men. She further opined that ‘women, 
signs, commodities, and currency always pass from one man to another’ (Irigaray 574). In 
keeping with this understanding, in Tendulkar’s Ghashiram Kotwal, all the action is based on 
Gauri’s sexuality, her desirability and objectification. The position of Gauri indeed reminds 
one of Irigaray’s observation that ‘Women exist, only as an occasion for mediation, 
transaction, transition, transference, between man and his fellow men, indeed between man 
and himself’ (Irigaray 576). In the play, Gauri is no more than a sexual object who functions 
as pawn in the power play between her father and Nana, making one recall Luce Irigaray’s 
observation:  
 

Commodities can only enter into relationship; under the 
watchful eyes of their guardians. It is out of question for them to 
go to market on their own, enjoy their own worth among 
themselves, desire each other, free from the control seller-
buyer-consumer subjects. (Irigaray 576) 
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       When Ghashiram promises Nana that he will deliver Gauri to him, his language reveals 
the ideology of ownership and commodification: 
 

GHASHIRAM: Look! I’ve given my beloved daughter into the 
jaws of that wolf! Look. Look at this father. Putting the child of 
his heart up for sale. Look at my innocent daughter – a whore. 
That overripe bastard! Look at him, eating her like a peach. 
(381) 
 

        Thus, Ghashiram Kotwal exposes a patriarchal culture which traps women into destinies 
not of their choosing and legitimizes the violence against them. Interestingly, Tendulkar 
makes Gauri the central figure of the play, yet she is hardly a presence to be felt.  According 
to Samik Bandyopadhyay, ‘Tendulkar suggests the sexuality implicit in power in the brilliant 
innuendo that caps the situation: “Our grandeur’s gone if she’s not had.” Nana needs 
Ghashiram, and Ghashiram needs Nana’ (Bandyopadhyay 587). Nana uses his power to enjoy 
erotic pleasure with Gauri while Ghashiram uses his daughter to enjoy political power. 
Earlier in the play Tendulkar had showed religiosity and sexuality combining in the strategies 
of power. Now he shows sexuality and the strategy of deputation working hand in hand. 
When Ghashiram becomes conscious that Gauri is none else but his own daughter, he is 
almost stupefied and implores for the safety and dignity of his daughter. His awakened 
paternal instincts make him realize that he should get her daughter married to save her from 
social disgrace because of sexual exploitation. Nana assures him that he will let his own man 
marry her. Thus, Gauri becomes a scapegoat in the shifting dynamics of power-politics in the 
play. Urbashi Barat in her essay, “Gender and Politics in Ghashiram Kotwal” analyzes the 
situation correctly when she writes: 
 

 The female role in the politics of power is limited only to 
resignation, acceptance and lamentation; if she tries to act, she 
becomes a threat to male hegemony, and must be punished, in a 
way that reinforces the patriarchal norms of gender. She must, 
accordingly, be punished for sexual misconduct, which in 
patriarchy is the worst crime of all for a woman. Sexuality then 
is clearly linked to strategies of power, and it is this link 
between sexuality and power that Ghashiram Kotwal too 
probes in its story of the rise and fall of Ghashiram. (Barat 87) 

 
          In the end of the First Act, Ghashiram reveals his plan that in order to avoid the 
conspiracy against Nana, it is essential that Nana must do something to shut the mouth of the 
people. Inspite of experiencing the anguish of a father, Ghashiram makes a bargain in the 
situation. He proposes, ‘To shut people’s mouths, make me the Kotwal of Poona’ (383). 
Ghashiram flatters Nana and Nana out of his lasciviousness becomes weak and helpless. For 
Ghashiram it becomes a matter of personal success and for this he does not hesitate to use his 
daughter. Even Nana recognizes Ghashiram’s true intentions in his temporary triumph in the 
game of power-politics. 
 

NANA: You’ve got me in a narrow pass. 
GHASHIRAM: Yes! The narrow pass of my daughter. (384) 
 

        Yet inspite of Nana’s realization of his own wrong action, Nana finds it difficult to 
retreat. He has to declare before the people of Poona, ‘Listen, listen, Ghashiram Savaldas has 
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been declared Kotwal of Poona’ (385). This, as Smita Mishra in her essay, “Ghashiram 
Kotwal as a Political Play” observes, marks ‘Ghashiram’s transformation from a poor and 
helpless Brahmin into a high handed Kotwal… a journey from the world of innocence to the 
world of experience’ (Mishra 64). 
 
        The Second Act of Ghashiram Kotwal is arranged to expose the consequences of the 
decision of Nana. Ghashiram starts persecuting the people who have humiliated him before 
and who happened to be the enemies of Nana. Nana is happy that Ghashiram is doing what he 
himself wanted to do. He says to himself, ‘Go, Ghashya, old bastard. We made you. We 
made you Kotwal. Raise hell if you wish. But you don’t know the ways of this 
Nana…What’ll happen is that our misdeeds will be credited to your account. We do; our 
Kotwal pays’ (384). In Nana’s words one can trace the inner workings of deputationist 
politics which operate as the agency of power in the contemporary society. Ghashiram who 
was once insulted in Poona, now rules Poona in his own tyrannical way. The Brahmins of 
Poona had once enjoyed erotic pleasure with the courtesans while their wives enjoyed the 
company of their own Maratha lovers. Courtesans like Gulabi earned great wealth by offering 
the Brahmins erotic services. All these immoralities are stopped with immediate effect. 
Everybody has to take the permission of Ghashiram to do anything out of the routine. 
Everybody has to take the permission of Ghashiram to do anything out of the routine. Thus 
Ghashiram’s dramatic rise from disgrace to tyranny reverses the roles of the tormentors and 
the tormented in the prevalent social system. Earlier in the play, Ghashiram had used his 
patriarchal power over his daughter to acquire the political authority of the state; now he uses 
his political power to create his own new world. He grows arrogant, imposes strict rules, for 
example outlawing whoring, cremation or inter-caste dining without permission.  
 
         When the audience comes to know that Nana is marrying his seventh wife, Ghashiram 
begins to think about getting his daughter married. He intends to arrange Gauri’s wedding 
with the same sense of right with which he had arranged her liaison with Nana. Respectability 
for Gauri’s wedding will be bought with the power he had received in exchange for Gauri 
from Nana. Ghashiram uses his patriarchal authority and newly acquired political power to 
find a suitable groom for Gauri, just as Nana uses his own political authority along with his 
economic and patriarchal power to replace Gauri and buy his seventh wife in exchange of 
land and money. It is the women who turn out to be the victims in Ghashiram Kotwal making 
one recall Gayle Greene and Coppelia Kahn’s arguments in their essay, “Feminist 
Scholarship and the Social Construction of Woman”: 
 

Women are the gifts which men exchange between each 
other…they are gifts, not givers. They have no significant 
power or influence within a system, which is controlled by men 
and works to their benefit. Men, not women, have the power to 
determine the value of women in the exchange and the 
meanings associated with them. (Greene and Kahn 7) 
 

         In Ghashiram Kotwal, Gauri has been used as a sexual object that functions as a pawn 
in the power play between her father and Nana. Chandra, who assists in all the illegitimate 
births and abortions in Pune, quietly buried Gauri’s body, who had died during the process of 
abortion. Gauri, who is constantly associated with the action of the play, is therefore disposed 
‘off-stage’ in the Second Act. In fact, Gauri actually disappears from the action ten days 
before it is reported to the audience, who are not allowed to register her absence. Tendulkar 
creates an atmosphere of heightened dramatic tension, when he juxtaposes the scenes of 
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Nana’s engagement in seeking sexual satisfaction in the sensational charm of his seventh 
wife with that of Ghashiram’s desperate search for his own daughter. When Ghashiram 
discovers that Gauri is actually dead and has already been buried, he erases his own 
complicity in her death by asking, ‘What did that devil Nana do?’ (404). Even when he does 
briefly question his own role in Gauri’s fate, he immediately sidesteps all responsibility, 
saying, ‘What have I done? No I didn’t anything. I didn’t. Nana did all this. Nana, my enemy’ 
(404). Nana ridicules the power of Ghashiram and even in his state of grief over his 
daughter’s death, makes him bow down to impose his administrative authority on him. The 
attainment of power at the cost of the chastity of his daughter however leads Ghashiram to his 
doom which is the result of his own terrible, tyrannical rule. He is responsible for the death of 
his daughter and her unborn child and as the Sutradhar says, ‘No one should pity Ghashiram 
Kotwal because his unmarried daughter died when she was pregnant’ (407). 
 
        This turn of events transforms Ghashiram into a fiend who suddenly shuts his eyes to 
immorality and plunges headlong into a career of bloodshed. Some South Indian Brahmins 
came to Poona to seek their fortune. Unknowingly, they plucked some fruits in a garden 
which belonged to Ghashiram. They are immediately arrested and imprisoned in a small, 
unventilated cell without showing any mercy. As twenty two Brahmins died in the cell due to 
suffocation, this led to a revolt by the Poona Brahmins. Under the leadership of Sardar 
Phakade, a Marathi landowner, they come to Nana Phadnavis’s mansion. Nana who is at 
prayer learns from the Sutradhar that the Brahmins want ‘an order to behead Ghashiram 
Kotwal’ (413). He immediately hands over a written order to the Sutradhar and left alone, he 
muses delightedly, ‘Use a thorn to take out a thorn. That’s great. The disease has been 
stopped. Anyway, he was no use any more’ (413). Ghashiram’s illusion of power and Nana’s 
order of his execution show the futility of power-politics. In the instant reactions of the mob, 
Tendulkar shows how power when surrendered to the irrational control of the illiterate 
masses can lead to devastating consequences. Ghashiram who had once exploited the 
resources of power, and now faces the consequences of the reversal of the hierarchical power 
structure. As the angry Brahmins murder Ghashiram, the play succeeds in presenting the 
futility of power-politics and the violence of revenge. Only, the words of Nana ring out with a 
note of irony, for he retains his own power at the end and on the basis of this announces a 
period of celebration. 
 

NANA: Ladies and gentleman. Citizens of Poona. A threat to 
the great city of Poona has been ended today. A disease has 
been controlled. The demon Ghashya Kotwal, who plagued all 
of us, has met his death. Everything has happened according to 
the wishes of the gods. We have commanded that there be 
festivities for three days to mark this happy occasion. (415) 
 

         In Ghashiram Kotwal, Tendulkar traces the transformation of Ghashiram from a 
humble Brahmin to a tyrannical ruler, and from a cruel ruler to a helpless victim of despotic 
power. The pathetic death of Ghashiram creates no horror in the mind of Nana. He ruthlessly 
commands that the dead body of Ghashiram should be put out to dogs and wolves: ‘Let the 
corpse of sinful Ghashya rot. Let the wolves and dogs have it. Let worms have it’ (416). 
Earlier, Nana had exercised his power through Ghashiram but now he manifests his own 
power through his supreme command. Ghashiram had failed to understand that the shifting 
dynamics of power was something that Nana has exploited as long as necessary, and that he 
could drop it unceremoniously the moment it had served its purpose. Analyzing the political 
significance of the play, Samik Bandyopadhyay opines: 
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Tin gods propped up by the Establishment, masquerading as 
despots, have played a disproportionately important role in 
Indian politics in the recent past. And people have heaved a sigh 
of relief every time they have crumbled to their fall. But in their 
short careers in power, they have vitiated the political 
atmosphere to a point where politics seems to have lost its 
political locus and tends to veer around personalities – a 
dangerous trend for any polity that claims to define itself in 
terms of democratic norms. The fall of a Ghashiram, as 
Tendulkar shows so effectively, is too often regarded by the 
people as a political relief; and it is the powers-that-be that take 
advantage of that delusion to tighten the stranglehold of their 
power. (Bandyopadhyay 590-591) 

 
         Tendulkar in Ghashiram Kotwal showed how the mechanisms of power are often used 
as a means to execute the workings of religiosity, sexuality, patriarchy and deputationist 
politics within the state. The conflict between Nana and Ghashiram constitute the central 
conflict of the play at the surface level. At a deeper level though, the play displays the real 
nature of the game of power politics which is characterized by violence, corruption, 
suppression and humiliation. Gauri’s sacrifice of her virtue brings more dividends to Nana 
than to Ghashiram, for it gives Nana an opportunity to satisfy his physical instincts and also 
helps him to maintain his power. And while it gives Ghashiram the opportunity to fulfill his 
ambitions temporarily, the ambition in his mind makes him blind as he fails as a father, as a 
Kotwal, and finally as a human being. Margaret Atwood in Second Words: Selected Critical 
Prose (1982) stated that the exercise  of power depends on ‘who has got it, who wants it, how 
it operates; in a word who’s allowed to do what to whom, who gets away with it and how’ 
(Atwood 353). In Ghashiram Kotwal, Nana wins all these counts, outwitting Ghashiram 
comprehensively in the play of power-politics. But Tendulkar’s play also shows the pitiable 
condition of women in the society. Under the play of power-politics indulged in by the men, 
the characters of Gauri, Gulabi and Chandra do not have any identity of their own. All the 
women in the play, it is shown, have to survive under the power and at the whims of their 
male counterparts.  
 
       Ghashiram Kotwal deals with the themes of aggression, perversion, lust and sadistic 
desires revealing Tendulkar’s awareness of the growing violence in the psyche of modern 
man. Through his play, Tendulkar arrived at the realization that the Nanas and the 
Ghashirams would be there in every society as long as the hierarchies of power and the 
assertion of violence continue to exist. Hence even if the people of Poona think that 
Ghashiram is dead, his role is very much alive and somebody will play the role. As, 
Tendulkar clarified, ‘I had in mind the emergence, the growth and the inevitable end of the 
Ghashirams; also those who create, and help Ghashirams to grow; and the irony of stoning to 
death a person pretending that it is the end of Ghashirams’ (578). In this context, N.S. Dharan 
has rightly noted that: 
 

The inescapable reality is that as long as politics remains a 
power game, Phadnavis, Ghashiram and Lalita Gauris are 
bound to emerge. Not only India but the world over, we witness 
Ghashiram Kotwals being played in real political theatres. This 
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universal political reality in fact accounts for the abiding 
popularity of the play. (Dharan 100) 
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