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ufkda pdrsldj… 

wms .ukla hkakg iQodkï fjkjd' 

yqÕla  myiq .ukla'''' wms hk fï 
.uk fndfydu wdrlaIs; .ukla''' Tng 
myiqjla" ksial,xl njla" ,sys,a njla 
±fkk .ukl wms ±ka fhfokjd'''  

Tng fï fj,dfõ hï ÿlla" wmyiqjla" 
fõokdjla ;sfnkakg mq¨jka' ta Tn msg; 
isg fï Yd,djg f.k wd foaj,a" ta myq.sh 
foaj,a wms me;a;l od,d .ukl hkakhs 
iQodkï fjkafka''' 

±ka wms fï fudfyd;g wjÈ fjuq' 
w;S;h''' wkd.;h''' me;a;lska ;sh,d wms 
fï fudfyd;g wjÈ fjuq''' fyñysg Tfí 
oEia jy.kak'''' Tn myiqfjka 
jdäfjkak'''' 

wms wfma yqiau .ekSug wjÈ fjuq''' 
Tfí YÍrh ixiqka lr.kak''' Tfí 
iïmQ¾K YÍrh ,sys,a lr.kak''' Tfí 
YÍrhg úfõlS j bkak bv yßkak''' 

Tn ukiska fï .ukg iyNd.s fjkak' 
uki wjÈfhka ;nd.ekSfuka wmsg fï 
.uk hkak myqifjkjd''' 

wms ±ka wfma ukiska ,iaik w,xldr 
mßirhlg we;=¨ fjuq''' fndfydu iS;, 
iq<x yuk mßirhla''' ta kejqï jd;h 
Tfí kdiamqvq ;=< g .kak''' ta isis,i 
ú|skak''' fndfydu ksYap,j ta .;a; iqiqï 
fmdo msg lrkak'''' fuh lSm jrla 
lrkak''' 

Tn fndfydu myiqfjka ta jd;dY%h 
w;aú|skak''' yqiau .kak''' msg lrkak'''' ta 
iqiqï msg lrk yeu fudfyd;l Tfí uki 
wjÈfjkjd''' kuq;a Tfí YÍrh ksYap,hs''' 

Tn bkafka ta ,iaik jgmsgdfõ'''' ±ka 
Tn fï msÜgksfha jvd;a leue;s ;ekg 
hkak''' ukiska olskak ta ;ek''' ta fldhs 
jf.a ;eklao@ Tn ta ;ek f;dar.kak Tng 
fya;=jla we;s''' Tn t;ek g <x fjkak''' 

n,kak ta leu;s ;ekg we;=¨ fjkak 
f.aÜgqjla ;sfnkjd''' tal r;a;rx mdghs''' 
ta f.aÜgqfjka we;=¨fjkak'''  

Tng úúO y~j,a wefykjd''' mqxÑ 
<uhs fi,a,x lrk y~''' uqyqo r<''' 
ke;a;x Tn leu;su ix.S; kdohla''' 
iuyrúg /yehshkaf.a ioaoh fjkakg 
mq̈ jka''' Tn ta y~g wdidfjka weyqï lka 
fokak''' Tng wefykafka ta y~ ú;rhs'''' 

±ka Tn ;j;a bÈßhg weúof.k 
hkak''' Tng úYd, .ila fmakjd''' tafla 
uq,a yeu;eku weÈ,d .syska'''' Tng mq̈ jka 
ta .i mduq, jdäfjkak'''' fu;k Tng 
úYd, wdrlaIdjla ±fkkjd''' n,kak" Tfí 
uq̈  wefÕau t;s,d isis,a iq<x frdola 
.idf.k hk yeá''' 

Tng ±ka fmakjd mqxÑ f.me,la''' 
hkak Tfí ukiska ta me, we;=,g''' n,kak 
tl uq,a,l r;a;rx mdg fmÜáhla' Tn ta 
fmÜáh w;g wrf.k wr .y mduq,g 
wdfhu;a tkak''' t;ek jdäfjkak''' 

±ka ta fmÜáh wßkak''' tal ysia''' 
kuq;a tafla fld<hl ,sh,d ;sfhkjd ZTfí 
ish¨ fõokdjka" lror" ÿl" l,lsÍu fï 
fmÜáhg oukakz lsh,d''' fyd| yqiaula 
wrf.k Tn ta jelsh foi n,d bkak''' 
Tng ±fkkjd Tfí oEiska ta Tn ;=< we;s 
ish¨ nr ta fmÜáh ;=<g ÿudrhla jf.a 
.,df.k hkjd''' ta nr Tfnka ksoyia 
fj,d hkfldg Tng ±fkkafka úYd, 
ieye,ä jla'''' ta fmÜáhg Tfí ish¨ 
fõokdjka tla l< nj ±kqku" ta fmÜáfha 
mshk jykak' tal ;Èka jykak'''  

±ka Tfí oE;skau ta fmÜáh wrf.k 
wr fmdä me,afldghg tydhska .,df.k 
hk .Õ foig Tfí ukiska .uka lrkak''' 
Tn fndfydu Wjukdfjka mshjr ukskjd 
Tng ±fkkjd'''' Tn ta .x bjqrg weú;a''' 
±ka wr r;a;rx fmÜáh .Õg úis 
lrkak''' .fÕa wE;gu .yf.k hkak úis 
lrkak''' Tng fmakjd ta fmÜáh iev 

myrg yiqfj,d .yf.k hkjd'''  

“wms fï fudfyd;g 
wjÈ fjuq” 
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Tn wdmiq yefrkak''' fyd| kejqï 
yqiaula .kak''' Tn fndfydu ieye,ä hs''' 
wdrlaIs;hs''' tl mdru Tnj msif.k isys,a 
iq<x myrla .idf.k hkjd''' 

oeka Tn wr me,am; myqlrf.k 
tkjd'''' wr rEiai .y;a Tn miq lrkjd''' 
±ka Tn bkafka r;a;rx f.aÜgqj .dj''' ta 
f.aÜgqj werf.k Tn msgfjkjd'''' ta 
f.aÜgqj jykak'''' wr .i Èyd'' me,am; 
Èyd n,kak''' Tfí lD;{;dj m< 
lrkak'''  

Tn wdmiq yefrkjd''' Tng kej;;a 
fmakafka wr iqkaor msÜgksh''' Tng u,aj, 
iqj| ±fkkjd''' Tn tajd ism.kakjd'' Tn 
jg iuk¨ka ?ka msáka mshd i,kjd''' Tn 
fyñysg bÈßhg msh ukskjd''' Tng 
±fkkafka ieye,ä jla''' i;=gla''' 

±ka Tn fï Yd,djg we;=¨fjkjd''' 
wms ±ka iSkqjla kdolrkjd' túg Tng 
mq̈ jka fyñysg weia wßkakg' ^iSkqj kdo 
lrhs&' ±ka fu;ek ;sfhkafka i;=g 
ú;rhs''' n,kak Tn jfÜ fndfydu 
ieye,ä jg bkak Tfí ifydaor 
ifydaoßhka''' ta wh Èyd n,,d fyd| 
yskdjlska ix.%y lrkak''''  

Tng fndfydu ,sys,a njla''' 
ieye,ä jla ±fkkjd we;s'''  

 

 
 

oSmd m%kdkaÿ meúos fidhqrsh
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.eUqre ukfia iajNdjh yd tys l%shdldrs;ajh 
ld,a hqxf.a wOHhkhka weiqfrka 

 
 
ñksia i;a;ajhd i;= b;du;a iqúfYaIS tfuka 

u b;du;a .eUqre wNsryiHuh ldrKdjla 

jk “ñksia uki” ms<sn| wOHhkhka 

isÿjkafka ljodo hkak ms<sn| wms .eUqrska 

úuid ne¨fjd;a th isÿjkafka Y%Sl 

o¾Ykjdoh ;=<h" wdos ngysr o¾Ykfha 

fY%aIaG od¾Ykslhska jk maf,afgda 

wersiafgdag,a jeks od¾Ykslhsk ms<sn| Tn 

wid we;' o¾YkúIfha iajNdjh kï iEu 

fohla ms<sn|ju m%Yak lsrSuhs' úfYaIfhka 

ngysr o¾Ykjdofha mekk=.+Kq uQ,sl m%Yak 

w;r"ukqIHd lsh,d lshkafka ldgo@ uu 

lsh,d lshkafka ljqo@ cSú;h lsh,d 

lshkafka fudllao@ wms fï f,dalhg wdfõ 

fldfyduo@ wms cSj;ajkfldg cSú;h wehs 

fï f,i wjika jkafka@ñksiaiq uefrkafk 

wehs@ uerekg miafia ñkaiaiq hkafka 

fldydgo@ urKhg fmr cSú;hla ;snqKo@ 

urKfhka miq cSú;hla ;sfhkjdo@ úúO 

wd.ï j,ska y÷kajd oS we;s ks¾jdKh 

iaj¾.h jeks kïj,ska y÷kajk foa 

l=ulao@tajd ;sfnkafka fldfyao@tys 

iajNdjh fln÷o@ fujeks m%Yak lsrsï  

yryd o¾Ykjdofha f.dvke.Su ;=< wikq 

,enq uQ,sl m%Yakh kï '’uu¶lshkafka ljqo@ 

hk m%Yakhhs'  uu ljqo@ hk m%Yakh i|yd  

fndfydafokdf.a ms<s;=r kï fN!;sl 

jYfhka ;udj úia;r lrkq ,nk ku" 

jhi" reÑwreÑlï wdoS jYfhka  yqfola 

;udj úia;r l< yels fN!;sl foaj,a 

mokï lr.;a ldrKdh'ta ish,a,la u yqfola 

kdu mohka muKs' we;a; jYfhkau fulS 

kdu mohla ;=<ska “uu” ljqo@ hkak 

ksjerosj u úia;r flfrkjd o hkak .eg¨ 

iy.; ldrKhls' ukao h;a kdumohla hkq 

hïlsis mqoa.,fhl= fyda jia;=jla ye|skaùu 

i|yd lsishï fyda mqoa.,fhl= úiska fokq 

,enQ kduhla muKs" ukqIHhska jk wm 

ish¨fokdgu isÿù we;s oreKq fÄojdplh 

kï" uu ljqo lshd ;uduj;a fkdoek 

cSj;aùug isÿùuhs' ke;fyd;a b;du;a 

fkd.eUqre ú.%yhlska iy wju oekqj;a 

Ndjhlska hqla;j cSj;a ùug isÿùuhs 'tkï 

uu lshk mqoa.,hd ms<sn| uu okafka 

b;du;a iaj,amhla muKs' tkï wm f.dvla 

foaj,a cSú;fha f.dvk.d f.k ;snqK;a 

fndfyda foaj,a ms<sn| oekqj;a Ndjh 

,ndf.k ;snqK;a wm wms .ek  okafka 

b;du;a w,amhla muKs"  

fujeks miqìula ;=< hïlsis wdldrhla 

;¾l ú;¾lhla iys;j iy lsishï 
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úoHdkql+, miqìula ;=< f.dvke.=Kq 

b;du;a iqúfYaIS ufkdaúoHd kHdhla f,i 

ufkda úYaf,aIKjdos kHdh y÷kajd osh yel" 

fuys ks¾ud;D Tiaá%hdkq cd;sl iakdhq 

ffjoHjrfhl= jk is.aukaâ f*%hsâ jk 

w;r bkamiq fuu kHdh ;jÿrg;a 

úoHd;aul miqìula ;+< f.dvkexùug 

odhl jQ wks;a fY%aIaG ufkda úoHd{hd iaúia 

cd;sl ufkda ffjoHjrfhl= jk ld,a 

.=iagdõ hqx (Carl Gustav Jung) keu;s uyd 

m%{djka;hdh. fï fofokdu rgj,a follg 

wh;a ffjoHjre fofofkl= jk 

w;r"ñksiqka frda.Sjkafka flfiao@hk 

ldrKdj ms<sn| ffjoHúoHd;aul jYfhka 

Tjqka fofokdu oekisá ldrKdjkï ñksiqka 

frda.s jkafka ffjria yd nelaàrshdjkaf.ka 

we;sjk wdid;añl;dj fya;+fldg f.k 

njhs' tfyhska ta i|yd wjYH T!Io 

m%;sldr ,ndoSu u.ska frda.h iqjm;a l< 

yelsnj Tjqkaf.a úYajdihhs' tfy;a Tjqka 

fofokdgu fmdÿfõ ta;a;= .ekajKqQ 

ldrKdjla kï" nelaàrshd yd ffjria j,ska 

f;drjo ñksiqka ldhslj frda.S jk nj;a" 

tfia isÿjkafka flfiao@ hk ldrKdj;a h' 

fï ms<sn| isÿlrk ,o wOHhkhka ;=<ska ta 

i|yd n,mdk uQ,îch fidhd .ekSug 

Tjqkag yelshdj ,enqKs' tkï ta i|yd 

tf;la Tjqka fkdis;+ ldrKdjla fï i|yd 

fya;= ù we;s nj wkdjrKh úuhs'tkï" 

ñksiqkaf.a ys; f,v jQ úg ñksiqka ldhslj 

f,vjk nj Tjqkaf.a fidhd .ekSuhs' 

ldhslj je<fok ´kEu frd.hl frda. 

uQ,h jkafka wd;;sh nj j¾;udk 

ffjoHjre mjd ms<s.kakd i;Hhls' ´kEu 

fndafkdjk frda.hla je<÷k úg uq,skau 

wikq ,nk m%Yakh;a Tn wd;;sfhka 

fmf<kjd o@ hkakhs' wd;;sh we;sjkafka 

uki keu;s ldrKdj uq,a lrf.kh'  

tfiakï fï uki hkqfjka woyia 

lrkafka l=ulao@ fï ldrKdj ms<sn| 

od¾Yksl wjêfha isg j¾;udkh olajdu 

fidhd ne¨ ldrKdjla jqj;a ;ju;a th 

wNsryiHuh ldrKdjls' thg fya;=j uki 

keu;s jia;=j fN!;sl jYfhka wmf.a 

mxfÉkaøshkag yiq fkdùuhs' tfia 

mxfÉkaøshkag yiq fkdjk fohl meje;au 

wm úiska ms<s.kakjd o@ tfia ms<s.ekSfï 

moku l=ulao@hula fN!;slj ;sfnkjd kï 

muKla ta foa ms<s.ekSu idudkH isrs; jqj;a" 

fN!;sl;ajfhka Tíng .sh uki wms ish¨ 

fokdu ksiel jYfhka u ms<s.kakd 

ldrKhls' tfia jqjo uki uQ,slj isÿlrk 

wdorh" ffjrh" fõokdj hkdoS Ñ;a;fõ.sl 

;;a;ajhka uf.a YrSrhg oefkkafka 

flfiao@  fï i|yd hï úoHd;aul fihd 

.ekSula fldkagï fN!;sljdoh ;=<ska 

u;=lr .eksug iu;a ù we;' 

flfia kuq;a uki iïnkaOfhka hï 

wkdjrKhla isÿlr.ekSug iu;a jQ uq,au 

kHdh ufkdaúYaf,aIKjdoh f,i 

wújdohlska f;drj y÷kajd osh yels w;r 

m%:ufhka u uki lshk ixl,amh 

Wml,amkd;aul jYfhka m%Odk fldgia 

follg fjka lrf.k wOHhkh lsrSug 

ufkdaúYaf,aIKjdofha ks¾ud;D jk 

is.aukaâ f*%dhsâ keu;s iakdhq ffjoHjrhdg 

yelsúh'tkï ú{dkh (Conscious) yd 

wú{dkh (Unconscious). ú{dkh fyj;a 

Consciousness hkq wm mshú isysfhka isák 

úg l%shd;aul jk uki jk w;r" wú{dkh 
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fyj;a Unconsciousness hkq wm kskafoa 

isák úg l%shd;aul jk ukihs'tfy;a mshú 

isysfhka wm isák wjia:dfõ oS jqj;a 

wú{dksl uki wm fkdoekqj;aju l%shdldrS 

j mj;S'fuu ú{dksl yd wú{dksl uki 

ms<sn| ;jÿrg;a .eUqre wkdjrKla 

lr.ekSug ld,a .=iagdõ hqx g yelsúh' 

Tyqf.a iqúfYaIS fidhd .ekSula jk iduQysl 

wú{dkh keu;s ixl,amh w;sYh m%n, 

fõ'fï i|yd moku jQfha Ty qúiska isÿl< 

isysk ú.%yhhs' uki hkq fN!;sl fohla o 

ke;skï wfN!;slhla o hkak .eg¨ iy.; 

jk neúka ukiska ks¾udKh jk M,h 

ms<sn| yeoErSu ;=<ska uki ms<sn| hïlsis 

ú.%yhla isÿlsrSug hqx iu;a ù we;' ld,a 

hqx yd is.aukaâ f*%dhsâ w;r we;s jQ 

nrm;,u kHdhd;aul u; .egqu kï fuu 

wú{dkh lshk ldrKdj;a iu. wm 

úYajhg wh;a jk njhs' tkï" uki hkak 

mqoa.,sl fohla fkdjk w;r th úYajhgu 

fmdÿ jq tla fohla muKs' ukao uki wmf.a 

mxfÑkaøshkag yiqfkdjkjd muKla fkdj" 

th ld,h yd wjldYhg o iSud fkdfõ' 

tfiakï uf.a ukig uf.a fN!;sl Yrsrhg 

Tífnka mej;sh yel' tfiakï th ud yg 

muKla wh;a fohla o@ hkakhs iduQysl 

wú{dkh keu;s ixl,amh ;=<ska uki hkq 

úYaùh fohla hkak Tyq meyeos,s lf<ah' 

;jo iduQysl wú{dkhg wh;a m%d:ñl 

uQ,dlD;s lsysmhla y÷kajd fok ,oS bka 

lsysmhla kï fjiauqyqK (Persona) iy 

fijke,a, (Shadow), weksud (Anima) iy 

weksuia (Animus), uj (The Mother)" mshd 

(The Father), orejd (The Child), ùrhd (The 

Hero). iEu mqoa.,fhl= ;=<u fuu uQ,dlD;s 

wvqjeâ jYfhka tosfkod cSú;fha hï hï 

wjia:dj, oS p¾hd jYfhka u;= jk nj;a" 

tfia u;= jkafka mqoa., wú{dkh ;=< tlS 

p¾hdjkag wod< Ñ;a;fõ.hka wjfrdaOkh 

ù we;sksid nj;a h' ksoiqkla jYfhka 

fjiauqyqK iy fijke,a, keu;s uQ,dlD;s 

.ek i|yka lf<d;a ´kEu mqoa.,fhl=g 

tosfkod cSj;a jk úg úúOdldr fjiauqyqKq 

me<|f.k cSj;a ùug isÿfõ' tysoS isÿjk 

fÄojdplh kï ug uf.ka wE;aùug isÿ 

ùuhs' tysoS ug fkdfmfkk udf.a w÷re 

fijke,a, wfkldg oelsh yelsh' tfy;a ta 

nj ud fkdokS' wm wmf.a fjiauqyqKg 

<xjkak <xjkak wms wfmka wE;a fõ' 

ld,a hqx úiska y÷kajd ÿka ;j;a 

uQ,dlD;shla jk weksud iy weksuia u.ska 

meyeos,s jkafka iEu .eyeKshla ;=<u 

ieÕjqKq msrsñfhla isákd nj;a" iEu 

msrsñfhla ;=<u .eyeKshla isákd nj;ah' 

.eyeKshla ;=< ieÕjqKq mqreIfhl= isákjd 

hkafkka woyia jkafka cSú;fha hï 

wNsfhda.d;aul wjia:djl oS thg uqyqK 

oSug .eyeKshlg we;s yelshdjhs' 

WodyrKhla f,i uE;l tla;rd ujla 

wef.a orejkaf.a l=i.sks ksùu i|yd fldia 

.ylg ke.s wjia:djla ms<sn| wikakg 

,enqKs' idudkHfhka tjeks lghq;a;la 

isÿlrkq ,nkafka mqreIhska úisks'tfy;a 

wjia:dfkdaÑ;j tjeks fohla ldka;djlg 

isÿlsrSug isÿúh' ta i|yd wehg Yla;sh 

,enqfKa weh ;=< ieÕù ;snqKq weksuia 

hkqfjka ld,a hqx úiska y÷kajkq ,enQ 

ldka;djla ;=< ieÕù ;snqKq ta mqreI Yla;sh 

keu;s uQ,dlD;sh fya;= fldg f.kh' tfiau  

we;eï mqreIhska iuyr wjia:dj, 

ldka;djla fuka ixfõoSj l%shd lrkq ,nk 
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wjia:d wm oel we;af;uq' we;eï úg Tjqka 

je<fmk wjia:d o we;' ld,a hqx g wkqj 

tfia jkafka weksud hkqfjka y÷kajkq ,nk 

msrsñka ;=< ieÕjqKq ldka;d fm!reI 

iajNdjh fya;=fldgf.kh' 

ufkda úYaf,aIKjdoS kHdh ;=< ld,a hqx 

úiska fujeks .eUqre wkdjrK .Kkdjlau 

isÿlr we;'Tyqf.a b.ekaùï i|yd pd,aia 

vdúkaf.a mrskdujdofha woyia fndfyda ÿrg 

n,md we;s nj úoaj;=kaf.a u;hhs' ld,a hqx 

úiska uki ms<sn| wkdjrKh lr.;a fuu 

.eUqreuh ixisoaëka WmfoaYljrfhla 

ke;skï rx. Ñls;ailjrfhl= jYfhka 

w;sYh jeo.;a fõ' úfYaIfhka ufkda úoHd 

WmfoaYljrfhla fyda ufkda 

Ñls;ailjrfhla jYfhka jD;a;sfha 

kshef,k úg uqyqK fok m%Odk .eg¨jla 

kï lsisu fiajd,dNsfhl= ;udf.a cSjk 

.eg¨j uq¿ukska u wkdjrKh fkdlsrSuhs' 

tfy;a wm ´kEu mqoa.,fhla  iu. isák 

úg fofokdu fl;rï iú{dkslj isákakg 

W;aidy l<;a fkdoekqj;aju wú{dksl 

;,hg hk nj WmfoaYljrfhl= jYfhka 

fyd|ska oekf.k isáh hq;= ldrKdjls' 

ksrSlaIKh" ijkaoSu jeks  uQ,sl WmfoaYk 

l=i,;d ukdj mqyqKq ù tajd Ndú;d lsrSu 

;=<ska fiajd ,dNshd úiska mjikq ,enQ l;dj 

msgqmi we;s ieÕjqKq l;dj f;areï  .ekSug 

yelshdj ,efí'ta i|yd YdrSrsl NdIdj 

(Body Language) ms<sn|j;a WmfoaYljrhd 

g ukd wjfndaOhla ;sìh hq;=h'ukao fiajd 

,dNshdf.aa .eg¨j id¾:lj úi|sug kï 

ienE .eg¨j y÷kd.; hq;=ùu wksjd¾h 

fõ' id¾:l ufkdaÑls;aik fiajdjla mj;ajd 

.ekSug ld,a hqx úiska ñksia uki 

iïnkaOfhka bosrsm;a l< by; idlÉPd 

l< lreKq w;sYh jeo.;a fõ' 

 

   

 

   

  uxcq,d fudrdhia 

ufkdaúoHdj yd WmfoaYkh ms<sn| 

l:sldpd¾h - Y%S ,xld mokï wdh;kh 
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Y%S ,xld hqO yuqodfõ fifkyi úfYaI wOHdmk 
mdif,a isiqka ishhla (100) fhdodf.k isÿl, rx. 
Ñls;ail mrSËKhla, 2018  

 

 

 

 

 

 

 

 

 

 

  

         RESEARCH CENTRE FOR DRAMA THERAPY 

 



13 
 

         RESEARCH CENTRE FOR DRAMA THERAPY 

Dramatherapy as a Social Justice Practice

Drama therapy is a 

therapeutic approach that promotes 

emotional healing and growth by 

utilizing theater techniques. It can be 

used to address numerous issues from 

a social justice perspective. The 

therapist can approach the client with 

the knowledge of the political and 

socio-economic environments that 

affect both the client and the therapist 

in a broader sense. In therapy, a focus 

on social justice proposes a 

professional and personal commitment 

to identifying and addressing issues of 

privilege, oppression, and social 

injustice in our own lives as well as the 

lives of our clients. 

As Nisha Sajnani explains, 

thoughts, feelings, behaviors, and 

opportunities could be shaped 

through creative arts therapy. The 

majority of our work has been 

devoted to helping people and 

organizations dealing with 

challenging situations or mental 

illness to perform at best they can 

within the limitations of their 

families, institutions, and 

communities. However, most of 

the time, this task is done without 

proper knowledge  of the social, 

political, and economic 

environments that affect the clients' 

situations which limits the 

therapy’s  ability to perform the 

task to the level best.  

Promoting social justice through 

drama therapy is a powerful and 

creative way to address social and 

cultural issues, empower marginalized 

communities, and raise awareness 

about various forms of injustice. 

Drama therapy can help individuals 

and groups explore their experiences, 

express their emotions, and develop a 

deeper understanding of social justice 

issues. Also, it can empower the 

participants to voice against social 

justice issues. For example, 

participants can use Forum Theatre or 

street drama on social injustices to 

raise awareness among the public. 

From a social justice perspective, 

creating a safe and welcoming 

environment to clients is essential in 

drama therapy. This space should be 

where everyone feels respected and 

welcome, regardless of their gender, 

sexual orientation, color, or any other 

aspect of their identity. To create a 

supportive and safe atmosphere, it's 

essential to set clear expectations for 

behavior and ground rules. 

Drama therapy can be used to 

explore social justice issues in a 

variety of ways using theater. For 

example, participants can create and 

perform concepts like Forum Theater, 

Ethnodrama or Playback theater to 

address social injustice, or they can use 

theater techniques like role-play on 

different perspectives about social 
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issues. Drama therapy can help 

participants to develop empathy and 

understanding towards others, 

especially those who have painful 

experiences. By exploring social 

justice issues through theater, 

participants can learn more about the 

challenges faced by marginalized 

populations and develop a greater 

sense of compassion for others.  

Promoting social justice through 

drama therapy requires commitment, 

ongoing learning, and a dedication to 

making a positive impact on 

individuals and communities. By 

creating a safe and inclusive space for 

exploration and dialogue, drama 

therapy can be a powerful tool for 

addressing social justice issues. 

Here are some specific examples 

of drama therapy activities that can be 

used to promote social justice: 

• Role playing: Participants can 

role-play different perspectives 

on social issues, such as a 

person who is being 

discriminated against and a 

person who is discriminating. 

This can help participants to 

develop empathy and 

understanding for others. 

• Forum theater: Forum theater 

is a type of theater that is used 

to explore social justice issues 

and promote change. In forum 

theater, the audience can 

intervene in the performance 

and suggest different ways that 

the characters could respond to 

the situation. This can help 

participants to think about how 

to address social injustice in 

their own lives. 

• Storytelling: Storytelling is 

another powerful way to 

explore social justice issues. 

Participants can share their own 

stories, or they can listen to the 

stories of others. This can help 

participants to learn about 

different experiences and 

develop a greater sense of 

understanding and compassion. 

• Six-part story: We outline the 

6-Part Story Method (6PSM), 

which uses abstract images to 

provide a structured storytelling 

process that enables reflexive 

learning. This concept is mostly 

used as an assessment tool to 

assess a client who is unable to 

take decisions or difficulty 

making a right choice due to 

the oppressive environment 

which can be the home or 

working environment.  

Drama therapy is a valuable tool for 

advancing social justice with a range 

of clients, including adults, kids, and 

families. Additionally, it can be 

applied in a range of contexts, 

including community centers, mental 

health clinics, and schools. 

To effectively use drama therapy 

for social justice, one must have a 

strong understanding of the social 

issues that needs to be addressed, such 

as racism, sexism, LGBTQ+ rights, 

immigration, poverty, or mental health 
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Rev. Sr. Deepa Fernando 

 

stigma. Hence, it is important to 

familiarize oneself with the historical 

context and contemporary aspects of 

these issues. It is through such 

understanding that the therapist can 

apply drama therapy for social justice 

in an efficient way. When a therapist is 

empowered with these challenges and 

contemporary elements as well as their 

historical context, the therapist can 

view the big picture of any issue. 

Cultivating cultural competence is 

also another effective approach to 

enter into social justice perspective 

when using drama therapy tools to 

support the client. It's essential to be 

culturally competent, respectful, and 

sensitive when working with diverse 

populations. This will support to 

understand the cultural nuances and 

perspectives of the individuals and 

communities when engaging with 

clients.  

In this sense, dramatherapy practice 

is not restricted to the clinical space, 

but it moves beyond, to the public 

space, turning the clinical role of the 

practitioner into a social justice 

activist. Use of creative means in order 

to raise awareness and capacitate 

people to resolve conflicts and to cause 

justice to one’s life and others’ 

becomes a prime objective in 

dramatherapy with a drive for social 

justice. Thus, dramatherapy becomes 

an influencer, creating a socially just 

environment for all marginalized and 

underprivileged communities.   

 

 

.   
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Workshop on 16th Sep 2023 

Location – Light House Gallery  

Organized By Sri Lanka Professional Psychological Counsellors’ Association 
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fldamh i|yd rx. Ñls;aidj fhdod .ekSu

fldamh hkq iEu flfkl=gu fmdÿ" úYaùh" 

iajdNdúl iy f;areï.; yels yeÕSuls' 

fldamh wm ld yg;a ljr kï fyda 

wjia:djl we;súh yel' fldamh idudkHhs' 

widudkH jkafka ;ud fldamh m%ldY lrk 

wdldrhhs' WodyrK f,i m%pKav;ajfhka 

yd l,yldÍ;ajfhka yeisÍu .; yel' 

YíofldaIh fldamh úia;r lrkafka 

mSvdjla" mdvqjla" ysxikhla" wksis 

ie,ls,a,la fyda úreoaO;ajhla ksid we;s jk 

wm%ikak iy wmyiq yeÕSula f,ihs' 

fldamhg iïnkaO jkafka( 

- fldamh wjqiaik fyda mj;ajd f.k 

hk is;=ú,s'  

hfula jrola jerÈ" ys;du;d fyda 

je<elaúh yels hehs Wml,amkh lrkafka 

kï fldamh jeä ùug bv we;' flfkl=f.a 

fldamh hqla;s iy.; hehs is;Su o fldamh 

;Sj% lsÍug keUqre fõ' 

- uqyqK r;= ùu" yDo iamkaok fõ.h 

jeä ùu" reêr mSvkh jeä ùu" 

oyäh oeóu iy úúO wd;;s 

fydafudak ksl=;a lsÍu jeks ldhsl 

Woa§mkh' 

- lE.eiSu" je<mSu" ñgfu,ùu" 

myr§u fyda yemSu jeks yeisÍï fyda 

l%shd lsÍfï m%jK;d' 

- wmf.a wd;aud¾:ldó;ajh wdrlaId 

lsÍfï wruqKq' 

fldamh hkq oaú;shsl Ñ;a;fõ.hls' thska 

woyia jkafka fõokdj fyda ìh jeks fjk;a 

yeÕSï uq,alrf.k we;sùuhs' fõokdj" ÿl" 

;udf.a n,h ke;sùu fyda úm;a;sh iuÕ 

iïnkaO jk neúka fldamh mSvdldÍ 

Ñ;a;fõ.hla f,i ye¢kafõ' 

fldamh ksishdldrj md,kh lsÍug kï 

th b;d fydÈka f;areï .; hq;=j we;' 

fldamh yg .kakd wdldrh wjê 3la hgf;a 

ú.%y flf¾' 

1. hï lsis iSÿùula ksid ̂ Knock& - fuh 

´kEu mqoa.,fhl=g isÿúh yelsh' 

is;du;d isÿjkakla fkdfõ' 

WodyrK f,i yÈisfha ghrhl yq<x 

hEu ksid fldamhg m;a ùu' 

2. fjk;a flfkl= úiska Wis .ekaùu 

ksid ^Wind-up& - Tn wjg isák 

mqoa.,hka jqjukdfjkau Tfí 

fldamh ;Sj% lsÍu fuys§ isÿfõ' 

3. ;ud úiskau fldamh ;Sj% lr .ekSu 

^Pump& - WodyrK f,i flfkl= 

fufia is;sh yel' —yeuodu fuhd 

ug fufyu lrkjd' thd fldfyduo 

ug tfyu lrkafkã  

fldamfha yeÕSï mqoa.,hdf.ka 

mqoa.,hdg fjkia jk w;r ;rula 

fldamhla fyda l,lsÍula oekSfï isg 

oeä iy md,kh l< fkdyels fldamh 

olajd úúO uÜgï j,ska w;aú¢kq ,efí' 
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mqoa.,fhl=g fldamdúIaG yeÕSï we;s 

úg" tu yeÕSï ksfrda.S wdldrfhka 

m%ldY lsÍug fkdyels jQ úg" fldamh 

fndfyda úg ÿiaiudys; prHd f,i m%ldY 

fõ' WodyrK f,i ìu fmr,ñka lE 

.id yeãu" mreI jpkfhka nek je§u" 

ish Èú kid .ekSug ;e;alsÍu" nvq uqÜgq 

fmdf,dfõ .eiSu" myr §u yd ñkS 

ueÍug ;e;alsÍu jeks' fldamdúIag 

yeÕSï is;a ;=, r|jd ;nd .ekSfuka 

Tjqka fndfyda úg fldamh Wmßu uÜgï 

lrd f.dvkÕd wjidkfha § md,kh l< 

fkdyels fldamdúIaG msmsÍï olajd 

j¾Okh jk w;r th wfkla 

mqoa.,hskag Ñ;a;fõ.Sh fyda YdÍßl 

ydkshla úh yelsh' fi!LH iïmkak 

l%uj,ska fldamh m%ldY lrk wdldrh 

bf.k .ekSu fldamh md,kh lsÍfï 

jeo.;a wx.hls' 

rx. Ñls;aidfõ wdrïNh we;af;a 

weußldj iy tx.,ka;h hk rgj,h' 

wOHdmk{hska" ufkda úoHd{hska" iudc 

fiajlhska 1930-1940 .Kkaj,§ 

fiajd,dNshl=g jvd;a lsÜgq ùug" 

fiajd,dNshl=f.a .eg¨jlg wduka;%Kh 

lsÍug úúO m¾fhaIK l%u fidhñka isák 

w;rjdrfha kdgH i;= úNj Yla;sh 

yÿkd.kakd ,§' kdgHfha Ndú;hg .efkk 

pß;" N+ñld ksrEmKh" fjia uqyqKq" jia;%" 

fjia .ekaùï wd§ foa Ndú;d fldg lsishï 

.eg¨jlska fmf,k wfhl=g msysgùug yels 

nj;a" kdgH yryd fiajd,dNshd ;=, i;=g 

iy iekiSu we;s lr,Sug yels nj;a Tjqkag 

jegyqks' 

rx. Ñls;ail ieishla fldgia y;rlg 

fnfoa' 

1' m%úIaGh ^Check in& 

fiajd,dNshdf.a ufkdaNdúl ;;a;ajhka 

yÿkd.kakd wjêh fuh jk w;r ta wkqj 

ieish ;=,§ lghq;= ie,iqï lsÍu yd Ndú;d 

l, hq;= Ñls;ail fuj,ï ms,snoj ie,iqï 

ilia lr .ekSu isÿ lrkq ,efí' 

2' WKqyqïlrK wÈhr ^Warm-up 

phase -games$ ice breakers& 

fiajd,dNshdf.a .eg¨j ksrdlrKh 

lr .kSug WKqyqï wNHdi j, fh§u fuys§ 

isÿfõ' ;jo Tjqkaf.a mßl,amk Yla;shg 

u.mdoñka" ks¾udKd;aul jQ yd wdrlaIdldÍ 

jQ mßirhla f.dvk.ñka iajlSh YÍrh 

WKqiqug ,la lrk wjia:dj fõ' 

3' m%Odk ixj¾Okd;aul wÈhr ^Main 

developmental phase& 

fuys§ rx. Ñls;aidfõ fuj,ï Ndú; 

lrñka mqoa.,hdf.a .eg¨jg rx. 

Ñls;aidfõ fh§u isÿ lrkq ,efí' fhdod .kq 

,nk rx. Ñls;ail fuj,ï j,g WodyrK 

my; oelafõ' 

- Story telling 

- Mirroring 

- Spectrogram 

- Sculpting 

- Role play 

- Play back. 

- Empty chair 

- Dancing and movement 
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- Puppetry 

- Drawing 

- Breathing  

- Laughing  

- Imaginative journey 

- Different sound  

- Relaxation 

- Self-narration   

4' wjika wÈhr ̂ Closure - warm down 

exercise$ debriefing$ homework$ 

evaluation$ feedback& 

ieish wjika lsÍu fuys§ úúO l%u 

Ndú;d l, yel' WodyrK f,i ixhu 

wNHdihla fyda idlÉpdjlska fyda .S;hla 

.dhkd lrñka wjika l, yel' 

by; wdlrhg ksYaÑ; rduqjla ;=< ilia 

lrk ,o rx. Ñls;ail ieis lsysmhla 

l%shd;aul flfrk w;r ;=r fiajd,dNshd 

úiska iajhx wkkH;djh yÿkd .kakd 

wjia:dfõ fuu Ñls;aik l%shdj,sh wjika 

l, yel' fuys§ rx. Ñls;ailjrhd yd 

fiajd,dNshd fofokdf.au tl.;djfhka 

hq;=j ñ;%Y S,sj wjika lsÍu isÿ l, hq;=h' 

rx. Ñls;aidfõ§ fldamh md,kh lsÍfï 

udOHhla f,i úúO rx. Ñls;ail Ys,amSh 

l%u Ndú;d lrhs' fuu m%ldYk m%;sldr 

l%uh ^expressive therapy& úldYkh jQfha 

fldamh md,kh lsÍu i|yd jk fmdÿ 

m%;sldr l%uhla jk  psychodrama u.skah' 

Psychodrama ñksidf.a fldamh" m%Yak lsÍu 

;=<ska mqoa.,hdf.a yeÕSï iy prHdj 

.fõIKh lrhs' fldamh md,kh lsÍfï 

udOHhla f,i Ndú;d lrk fjk;a 

wdldrfha rx. Ñls;ail m%;sldr j,g 

we;=<;a jkafka(  

- N+ñld rx.kh ^Role playing& 

- ysia mqgq l%uh ^Empty chair 

technique& 

- rÕy,a l%Svd ^Theatre games& 

- rElv l,dj ^Puppetry& 

- laI‚l ks¾udK ^Improvisation& 

- lKavdhï l%shdldÍ l%Svd ^Group 

dynamic games& 

oYl .Kkdjlg fmr" kef.kysr 

hqfrdamSh ufkda ffjoHjrhl= jk Jacob 

Moreno m%ldY lrkafka —uki wu;l lrk 

foa YÍrhg u;l we;s njhs̃  ^the body 

remembers what the mind forgets&' 20 jk 

Y;j¾Ifha uq,a Nd.fha§" Jacob Moreno 

úiska ufkda-rx.kh ̂ psychodram& ks¾udKh 

lrk ,§' úhdkdys l%Svd msáhl <uhska 

Tjqkaf.a .egqï ksrdlrKh lr .kakd 

wdldrh foi n,d isá Jacob Moreno" 

N+ñldj rÕ oelaùu wmf.a m%Yak iqjm;a 

lsÍug WmldÍ jk nj jgyd .;af;ah' miqj 

Tyq Ñls;ail wdldrfhka Ndú;d l, yels 

rx. Ys,amSh l%u ÈhqKq lf<ah' .egqïj, 

isrù isák ñksia iïnkaO;d j,g Wmldr 
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lsÍu i|yd fuu Ys,amSh l%u rx. Ñls;ail 

m%;sldr f,i wkqj¾;kh lf,ah' 

rx. Ñls;aidfõ fuj,ula f,i ysia mqgq 

;dlaIKh fldamh md,khg fhdod .ekSu 

úfYaIfhkau fldamfha§ wm 

ikaksfõokh ke;skï m%;spdr olajk 

wdldrh jeo.;a fõ' ñksia in|;dj,§ 

Ñ;a;fõ. m%ldY lrk ksjerÈ l%u fõohla 

;sìh hq;=h' hqj<la .egqula yiqrejk 

wdldrh iïnkaO;djhl m%;sM, ;SrKh l< 

yelsh' m%lg idhksl ufkdaúoHd{kfhl= 

jk John Gottman hqj, iïnkaO;d .ek 

m¾fhaIK l< w;r" .egqul§ Tjqka 

ikaksfõokh lrk wdldrh ksÍlaIKh 

lsÍfuka miq hqj<la tlg isákjdo 

ke;fyd;a fjkaj isákjdo hkak ms<sn| 

ilaIs u; mokï jQ wkdjels lsj yelsj 

;snq‚ ' 

Bg wu;rj" l=vd ld,fha wm ÿgq iy 

w;aú¢k ,o RKd;aul w;aoelSï yd isÿùï 

l=vd ld,fha isgu wú{dksl ukfia ufkda 

ialSud$rgd ^psycho-schemas& f,i ;eïm;a 

ù tajd miq ld,Skfha wmg we;sjk fldamh 

iu. iïnkaO ù m%ldY fõ' 

rx. Ñls;aidj jeks m%;sldr l%u u.ska 

mqoa.,hl=f.a YÍrh l%shdjg kxjk w;r 

ufkda ialSud$rgd iDKd;aul isg Okd;aul 

;;a;ajh olajd fjkia lrkq ,nhs'  

ysia mqgq Ys,amSh l%uh ^empty Chair& 

Jacob Moreno úiska ks¾udKh lrk ,o 

w;r" miqj Gestalt Ñls;aidfjys ysgmq 

fudfrfkda mqyqKqjkafkl= jQ c¾udkq cd;sl 

ufkda úoHd{ Fritz Perls úiska jeä ÈhqKq 

lrk ,§' 

fuu l%uh Ndú;d l< yelafla 

wka;rdodhl" i;=g ,nd .; fkdyels" 

fõokdj iuÕ lghq;= lsÍug fkdyels fyda 

wleue;s wfhl= iuÕ ksu fkdl< ldrHhla 

ieliSugh' th Tnf.a is;=ú,s yd yeÕSï 

ieliSug iy udkislj ksu fkdl, 

ldrHhla iïmQ¾K lsÍug Tng Wmldr l< 

yels w;r" iuyrúg wfkldf.a ;;a;ajh 

jvd fyd¢ka wjfndaO lr .; yelsh' 

ysia mqgq ;dlaIKh hkq f.iafgda,aÜ 

m%;sldrfha Ndú;d jk Ñls;ail m%fõYhla 

jk w;r th mßl,amkSh mqoa.,fhl= fyda 

;udf.au me;slvla flfrys Tjqkaf.a yeÕSï 

.fõIKh lsÍug iy m%ldY lsÍug 

fiajd,dNshska Èßu;a lrhs' tys woyi 

jkafka ysia mqgqj fjk;a wfhl= fyda 

;udf.au YÍr fldgila ^;udf.au 

is;=ú,a,la fyda ye.Sula& jdäù,d f.k 

isák wdldrhg ixjdohla meje;aùuhs' fuh 

fiajd,dNshdg Tjqkaf.a is;=ú,s iy yeÕSï 

ms<sn| wjfndaOhla ,nd .ekSug WmldÍ 

fõ' Ñls;ailhd fuu l%shdj,sh yryd 

fiajd,dNshdg uÕ fmkaúh yels w;r" 

Tjqkaf.a yeÕSï m%ldY lsÍug Wmldr jk 

w;r" Tjqkaf.a w;aoelSï úi£ug fyda 

ms<s.ekSug ;=vq Èh yels ixjdohla 

m%j¾Okh lsÍfï§ ysia mqgqj Ndú;d lrhs' 

ysia mqgq l%ufha fuu ixfla;d;aul Ndú;h 

iajhx úu¾Ykh Èßu;a lrk w;r 

fiajd,dNshdg Tjqkaf.a is;=ú,s" yeÕSï iy 

m%;sl%shd jvd;a fyd¢ka wjfndaO lr .ekSug 

yd fjkia oDIaáfldaKhlska ne,Sug WmldÍ 

fõ' 
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fkdúi÷Kq .eg¿" .egqï iy 

Ñ;a;fõ.hka  ^^unresolved problems" 

conflicts and emotions& úi£u i|yd ysia mqgq 

;dlaIKh f.iafgda,aÜ Ñls;aidfjys Ndú;d 

fõ' fuhg fiajd,dNshd ;ukag .eg¨jla 

we;s wfhl= iuÕ mßl,amkSh ixjdohla 

meje;aùu iïnkaO úh yelsh ke;fyd;a 

th fiajd,dNshdf.a fm!reIfha úúO fldgia 

w;r ixjdohg myiqlï ie,iSug Ndú;d 

l< yelsh' fuu wNHka;r .egqï fyda 

tajdfha fkdúi÷Kq Ñ;a;fõ.hka 

ndysrlrKh lsÍfuka" fiajd,dNshdg 

Tjqkaf.a is;=ú,s yd yeÕSï ms<sn| 

wjfndaOhla ,nd .ekSug" úúO 

oDIaáfldaKhka .fõIKh lsÍug iy 

úi£ug lghq;= lsÍug yelsh' fYdalh" 

jroldß;ajh" wukdmh" fldamh fyda 

ldxidj iuÕ lghq;= lrk fiajd,dNSka 

i|yd fuu ;dlaIKh úfYaIfhka M,odhS 

fõ' 

ksoiqkla jYfhka my; isoaê wOHkh 

i,ld n,uq' ksÆIs iy iór uE;§ újdy ù 

isák hqj,la jk w;r /lshdfõ§ ksÆIsg 

lrorldÍ f,i yeisfrk wdh;k 

m%Odksfhla isà' fuu udkisl .eg¿fjka 

uy;a is;a fõokdjg m;a ksÆIs ;u iajdñ 

mqreIhd jk iór iu.o uE;l§ isg .egqï 

we;s lr .kS' fuys§ ksÆIsg empty chair 

;dlaIKh fhdod .kakd ,§' fuu wjia:dfõ 

§ ksÆIs is;kafka ;u m%Odkshd ysia mqgqfõ 

jdä ù isák nj;a" ld¾hd,fha§ wehg l< 

fkdyels wdldrhg Tyq fj; ;u wlue;a;" 

l,lsÍï wdrlaIs;j msg lsÍug wehg 

wjia:dj ,efnkq we;s nj;ah' fuu.ska 

wehg ;u ye.Sï ßis fia ysia mqgqj fj; 

m%lafIamkh l< yels w;r" wef.a fldamh 

yd udkisl mSvkh wef.a .Dy Ôú;hg n, 

mdk wdldrh iy wef.a iajdñmqreIhd fj; 

m%lafIamkh ùu hkdÈh iïnkaOj mq¿,a 

wjfndaOhla ,efí' ;jo role reversal  

^N+ñld udrelsÍu& u.ska ksÆIs wdh;k 

m%Odkshd njg m;a ù wdh;k m%Odkshd f,i 

ksÆIsg l;d lsÍug wjia:djla i,id §fuka 

ksÆIsf.a wvqmdvq ksÆIsgu oel n,d 

.ekSug;a" tajd flfrys ixfõ§ ùug;a 

wjia:dj ,efí' ;jo wjYH kï fjk;a 

wdh;khlg udreù hEug wjYH Yla;sh 

wehg ,efnkq we;' tla tla flkdg 

wfkldf.a im;a;=fõ isg Tyqf.a$wehf.a 

oDIaáfldaKh oelSug yels jk ksid fndfyda 

úg ixcdkkfha Okd;aul fjkila isÿ fõ' 

ysia mqgq ;dlaIKh fud<fha kshqfrdak j, 

iqjldrH;djh ^neuro-plasticity& u.ska 

m%cdkkfha fjkila isÿù ;udf.a is;=ú,s yd 

ye.Sï iïnkaOj ixfõokh j¾Okh lrhs' 

tu.ska fldamh iy fodia mejÍu 

iïnkaOfhka w¿;a oDIaáfldaKhlska 

ne,Sug ksÆIsg yelsfõ' 

fuu empty chair l%u Ys,amh u.ska 

wef.a iajdñ mqreIhd jQ iórgo ksÆIs 

flfrys jeä ixfõokhla we;s lr .; 

yelsh' ó<Õ j;dfõ ksÆIs uy;a fjfyig 

m;aj mñ‚ Èkj,§ iór u; wef.a 

l,lsÍï" ixl+,;d yd wmyiq;d uqod yeÍug 

mgka .;a úg" Tyq l,amkdldÍ f,i oekqj;a 

Ndjhlska hq;=j m%;spdr oelaúh yels 

yelshdjo ,efí' 

;jo ksÆIsg ;u .egqïldÍ wdh;k 

m%Odkshd iuÕ ks¾udKd;aulj fodaI 

ksrdlrKh l< yels wdldrhlg l;d ny 
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lsÍug yelshdj ,efí' fuu.ska wmg 

fldamdúIag ufkda" jd.a iy prHd rgd ì| 

oeóug" jvd;a meyeÈ,sj is;Sug yd m%cdkk 

m%;sixialrKhlg WmldÍ fõ' 
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DRAMATHERAPY IN SRI LANKA: Reflections of a 

Practitioner 

 

ABSTRACT 

Dramatherapy is not a novel concept to Sri 

Lanka. From time immemorial, diverse 

communities in this country have made use 

of traditional healing ceremonies, as 

therapeutic practices. They engaged the 

people, through rituals, symbolic 

interactions, play, drama, and stories. In Sri 

Lanka, folklore, too, is a strong tool in 

containing the grief and trauma of our people. 

Our modern dramatherapy practice receives 

guidance from these rich sources. This study 

about the dramatherapy practice in Sri Lanka 

is based on my reflections. The qualitative 

data collection tools were my journal entries 

and field notes. The data is presented as 

vignettes, and reflective analysis has been 

used to delineate my dramatherapy practice. 

Dramatherapy, as the vignettes show, utilizes 

storytelling, role play, and improvisation, as 

its tools. I have used religious beliefs, 

religious texts, symbols, archetypes, and 

folklore, to usher a cultural framework for the 

modern dramatherapy practice. In Sri Lanka, 

dramatherapy becomes a culturally 

responsive practice.  

 

Key words: Sri Lanka, culture, healing 

ceremonies, dramatherapy, religious beliefs, 

Buddhism, Buddhist stories, folklore 

Introduction 

In Sri Lanka, I utilize the spiritual teachings 

in Buddhism, Zen, Tao, and a wide variety of 

signs, symbols, and concepts pertaining to 

folk religious, or traditional belief systems, 

and folklore, to implement dramatherapy. 

Those aspects of our culture aim in curing the 

inner wounds of the client through restoration 

of balance and harmony in body, mind, and 

spirit.  

Gauthama Buddha proclaimed that 

thought is the basis of all emotions, and 

“purging of all desires, lust, ideas, beliefs, 

views, and concepts from the heart and mind 

of the contemplator is the basis of being 

relieved of the temptations in this 

phenomenal world” (Wickramasinghe, 

1981:15). The Buddhist teaching has strongly 

and consistently being supporting the Sri 

Lankan community to understand this truth in 

abhidhamma, to ensure the psychological, 

and the physiological wellbeing of the 

person. In the larger context, freedom from 

         RESEARCH CENTRE FOR DRAMA THERAPY 

         RESEARCH CENTRE FOR DRAMA THERAPY 



24 
 

suffering, or the state of nirvana is 

considered the ultimate state. “No matter 

what are the perceived causes of the problem, 

be it organic, emotional, or social, the 

suffering is viewed as a state of mind, a 

subjective experience” (Dalal 2011:27).  

In this traditional society, problems are 

dealt with by solutions “deeply entrenched in 

folk wisdom and sound theories of mind” (p. 

22). The plethora of Buddhist and Hindu 

religious concepts such as karma, vasana, re-

birth, moksha, and nirvana support man in his 

recovery process (Ranasinha, 2013). They 

build personal resilience in man. It is, 

therefore, important for the dramatherapist to 

make an understanding of how the Sri 

Lankan thinks and feels, to plan the therapy.  

 

Ritualistic theatre, Buddhism, and 

Ayurveda 

Ritualistic theatres of Sri Lanka are among 

the oldest extant performances with an 

unbroken history (Ranasinha, 2013). Legend 

traces their beginnings to pre-Buddhist times. 

A vast pantheon of gods and demons inhabit 

the still vital world of Sinhala folk belief.  

The primary purpose of the ritualistic 

theatre is to propitiate the gods and the 

demons, so that they will confer their 

blessings, or heal the afflicted 

(Sarachchandra, 1966). The ritualistic 

performances are conducted for the welfare 

of a whole community, the village being the 

primary unit, or to an individual. The first is 

generally addressed to gods and are given 

annually (customarily at harvest time) or 

when the community is threatened by 

epidemics of certain infectious diseases 

thought to have links with the spirit world, 

whereas the second category of ritual is to 

relieve a person from demonic possession or 

evil planetary influence.  

Kohomba Kankariya, Gam Maduwa, 

Devol Maduwa are some of the major 

communal theatres, performed during several 

days as a thanksgiving, a forgiving, or a post-

harvest celebration. They are also rites of 

‘healing’, performed to restore the sense 

of communities, to alleviate social tensions, 

and to ensure the well-being and prosperity 

of the land and its people. Such communal 

events are a fine ritual for the healing of the 

mind (ibid).  

Bali is a rite dedicated to a variety of gods 

and demons. Images created using media of 

clay, cloths, and flowers for rituals and 
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prayers is common for Bali ritual in Sri Lanka 

(Liyanage, 1996, p. 216).  Both Buddhist and 

post-Indian Hinduism have used Bali to make 

offerings to a wide array of supernatural 

beings (Kariyawasam, 1986: 13).  

Thovil is a highly dramatic and excitingly 

theatrical folk ritual. The demon world forms 

the territory of Thovil. The demons are seen 

as adversaries ever ready to cause harm to 

men, not as beings capable of beneficence. 

Thus, apart from propitiation (which is 

common to all ritual theatres), exorcism also 

occurs in Thovil. It is not uncommon for 

patients to go into states of trance during the 

course of a performance: at such times, the 

patient is said to be possessed by the demon 

responsible for the ailment. These 

characteristics, implying direct and 

unmediated encounters with the demons, 

sometimes turn Thovil into an enormously 

exciting theatrical experience 

(Sarachchandra, 1966).  

Daha Ata Sanniya is a ritual that is 

performed to drive out 18 types of diseases 

from the body. The origin of this Shanthi 

Karma (blessing) took place in the times of 

our ancient kings. The fact that it has been 

used as a curative method for mental ailments 

is clear. The exorcist generally believes that 

the appearance of ghosts (seeing fearful 

figures), hearing terrifying sounds, getting a 

foul smell continuously, affected by a greedy 

on-looker, touching sensation of a fearful 

ghost would cause deadly ailments 

(Obeyesekere, 1969). 

The Buddha has preached in Roga Sutta 

that every human being will be subjected to a 

mental ailment. They are also subjected to 

five carnal desires, that is pancha – kama viz. 

Visual objects: Rupa (sight), Sabda (sounds), 

Ganda (smell), Rasa (tastes), and Sparsha 

(touch). These sicknesses can be very easily 

understood when compared with the details 

given in the Girimananda sutta. According to 

the Buddhist philosophy, the main cause for 

innumerable mental ailments is the unlimited 

desire of the senses and the body. When such 

mental diseases spread, body ailments, too, 

will occur.  

The Ayurveda medical system recognizes 

that many sicknesses are caused by arousing 

of the three ills of the human body – (thun 

dos). This 

situation can be 

further 

analyzed as the 

blindness of the 

mind, caused 

by the strong 

love, or 

attachment 

towards an 

extremely 

lovable thing, 
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or a person. According to Buddhist doctrine, 

this can be termed as blind love which can 

easily be overcome or suppressed by deep 

and patient thinking.  

Kana Sanniya, which is one of the 18 

sanni rituals, gives the truth and value of real 

love as against blind love. When it is being 

performed, the exorcist (Yakadura) brings to 

the stage through his dance a visually 

impaired demon. It is presented in the 

presence of the patient suffering from visual 

impairment. How can this visually impaired 

patient see this demon and derive relief, 

mentally, or otherwise? Therefore, according 

to the original creation what Kana Sanniya 

does is not curing a visually impaired, but 

providing relief to a person who is mentally 

blind due to excessive greed for visual 

objectives (Rupa Thanha).  

Similarly, other illnesses also can be 

referred to as thus: Sicknesses connected 

with hearing (ear) as Sotha Roga (Bihiri 

Sanniya), illnesses associated with smell 

(nose) as Ghana Roga (Slesma Sanniya), 

illnesses associated with taste (tongue) as 

Givha Roga (Golu Sanniya), and illnesseses 

associated with touch (body) as Kaya Roga 

(Kola Sanniya). These rituals, to this date, 

have touched the soul of every community in 

this country, comforting and healing them, 

unconditionally (Ranasinha, 2013:27-53).  

 

 

Grief, Trauma, and Culture 

 

It is evident in a country where people believe 

in devathas (demi-gods), and other 

supernatural beings that come to help them, 

their expression of grief is contained in the 

cultural layer. The psychological reactions to 

death, disability, and material losses differ 

from one culture to another. Every culture has 

its own way of dealing with mourning and 

grief. There is a vivid connection between 

trauma and culture (Walter, 2010), and 

therefore, intervention, treatment, and 

healing becomes part of man’s life cycle.  

My studies show that people in this island 

do not wish to talk lengthily about their 

distressing experiences, and they consider it 

as a weakness, which brings shame, socially 

(Ranasinha, 2013). When a death occurs, this 

matter emerges very strongly. Never in Sri 

Lanka could one find people talking bad 

about their dead ones. They respect the dead 

and commemorate them. It is only the good 

is remembered, and wish good life after death 

(Dissanayaka, 1998:15).  

It is in fact, the religion-related beliefs and 

rituals that play a major role in the Sri Lankan 

culture to help people cope with their trauma. 

Culture consist of traditions, values, customs, 

folklore,  rituals, and artifacts that help to 

make meaning of physical world, and it is 

transmitted primarily through language and 

everyday interactions (Seligman et al., 
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2016).  It is “the sum total of learned 

behaviour patterns which are characteristic of 

the members of a society or a community” 

(Wickramasinghe, 1981:48). These cultural 

factors frequently play as trauma buffers, and 

help the victims to come to terms with 

psychological suffering. The essential point 

about the concept of culture is that culture 

constructs our reality. It is the template that 

guides our perceptions.  

Cultural factors and psychological trauma 

have a close association between them. 

Psychological trauma is a very complex and 

a damaging factor to the human psyche. It is 

a unique individual experience, and the 

individual’s interpretation is mostly based on 

his subjective experience (Andermann, 

2002).  

The impact of trauma and trauma recovery 

sometimes depend on cultural factors. 

Therefore, the victims of trauma should be 

treated in a culturally appropriate manner. It 

is, therefore, necessary for us to consider a 

trauma within a culture, because it is the 

cultural context that shapes the life 

experiences, including the ones that are 

considered traumatic.  No culture is immune 

to the pain and suffering caused by 

catastrophic or life-threatening events, but 

there are important cultural differences in 

how these events are interpreted and dealt 

with (Dutton, 1998).  

I strongly believe that psychological 

wounds of war are in essence moral and 

spiritual wounds. Therefore, dramatherapy 

works best, if it picks up the spiritual themes, 

in culturally appropriate ways. Dramatherapy 

approaches can integrate soldiers and 

civilians/ Sinhalese and Tamils/ Tamils and 

Muslims/ Buddhists and Hindus/ Buddhists 

and Christians/ Hindus and Muslims in order 

to bridge whatever gaps that has been created 

by the conflict. Hence, the relationship 

between trauma and culture is an important 

one, because traumatic experiences are part 

of the life cycle, and typically demand a 

response from culture in terms of 

interventions, and healing (Sremac & 

Ganzevoort, 2018).  

 

METHODOLOGY 

This is a qualitative study. The qualitative 

data is presented as vignettes, in order to 

show my dramatherapy practice. The four 

vignettes I present will delineate how I 

conduct therapy sessions: my approach 

towards clients; the tools I utilize to conduct 

the therapy; and finally how I make the exit.  

Data Collection 

The data was gathered through my field 

notes, and journal entries.  

“Religion-related beliefs 

and rituals play a major 

role.” 
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Data Analysis 

Reflective analysis was utilized in this study 

(Schön, 1983). Reflective Analysis must be 

“genuinely reflective” (i.e., it must present a 

genuine attempt to analyze and evaluate past 

experiences), evidence-based (i.e., avoid 

groundless claims and seek to draw 

conclusions from available evidence) and 

comprehensive in its coverage. The main 

objective was to engage in a critical 

discussion of the ways in which I sought to 

develop and improve a culturally responsive 

dramatherapy practice. 
 

 

RESULTS AND ANALYSIS 

 

Vignette no. 1.     In Trincomallee, a group 

of 10 orphans came to work with me. They 

were in despair, and according to the priest 

who managed the orphanage, some of these 

children cry in the night, do bedwetting, keep 

silent the whole day, and sometimes fight 

violently. It was the fear, hopelessness, 

anger, and loneliness that had disturbed them, 

because they have experienced the 

ruthlessness of war.  

I worked for two months with these 

children using stories, muppets, sculpting, 

role-playing and improvisation. To begin 

with, role-play/improvisation was used to 

assess their conditions. A positive aspect of 

role-play/dramatic improvisation is the 

culturally sensitive possibilities of this tool 

(Forrester, 2000:242). Stories helped in over-

distancing children from their diverse 

emotional issues, and that was also to manage 

their risk in getting re-traumatized. Stories 

encouraged communication, and social 

interaction. Also, they were able to generate 

laughter. I believe humour and laughter as 

“universal medicines” (Roy, 2009:3), 

especially, with these children who were 

experiencing Post-Traumatic Stress Disorder 

(PTSD).  

Building stories and making puppets from 

the already known folk tales helped the 

children engage with their creativity, 

flexibility, and spontaneity. The children 

showed empathy with the characters they 

created. They discussed about what they felt 

in relation to the characters. In this over-

distancing process (Landy, 1983), they were 

helped to ventilate their emotions, and 

‘unburden’ the weight they were carrying. 

The discussions explored deeply into their 

inner feelings, and helped them to articulate 

their thoughts, anxieties and tensions.  

Role play/character improvisation made 

the children to take diverse roles, and 

refreshed their memories. As Bandura says 

(1982), “People serve as authors of not only 

“Building stories and making 

puppets helped the children 

engage with their creativity, 

flexibility, and spontaneity.” 
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their past experiences, but of their memory of 

them as well” (137). The activity helped them 

to delve into their unconscious, to view their 

relationship with those characters that are no 

more with them. This prepared a space within 

the group to discuss their experiences, about 

being in the war zone, and their feelings of 

being orphaned.  

During the role play time, the children 

impersonated as the lost ones, and spoke in a 

manner that the lost ones would have done. 

Such role playing enabled them to meet their 

lost parents, siblings, and relatives. One child 

played the role of the father, and was talking 

of the good life he enjoys in moksha or the 

heaven. Every child projected their feelings 

in this manner, and this cultural belief among 

Hindu children was a feeling of comfort for 

them. It helped the children to move away 

from their feelings of loneliness and anxiety.  

They were in a dramatic reality, 

interacting with the lost ones, but knowing 

very well that it was an act. According to 

Pendzik, dramatic reality is “a tangible 

entrance into an imaginary realm, engaging 

in make-believe play, in as if behavior” 

(2006). The dramatic reality did not disturb 

their memories. Make-believe play generated 

a happy atmosphere for the child, and that 

made their grief to disappear. This subtle 

grounding helped them to emerge from their 

trauma.  

The debriefing sessions helped them to 

talk about how they felt being in the 

dramatized family. The sense of family was 

transferred to the dramatherapy group they 

were in at that time, and the group was seen 

as a supportive system. It generated a sense 

of having a social network with the norms of 

reciprocity and trustworthiness (Putnam, 

2000:18-19). 

These discussions helped them to sense 

that they are not alone anymore, and always 

there was someone to talk and play. As this 

work progressed, according to the priest, the 

children have stopped fighting, bedwetting, 

screaming and crying. The children were 

showing a very positive change in their lives. 

It was a sense of supportiveness from the 

peers that finally went into changing their 

life. 

The dramatherapist implemented 

therapeutic measures through dramatic 

improvisation, role play, muppets, theatre 

games, puppets, storytelling, and clowning to 

support, especially the young ones, in order 

to get away from the fear psychosis they were 

undergoing. Laughter, hope, enjoyment, 

entertainment, encouragement, and feeling 

good about oneself was the basis of these 

drama therapeutic activities, to normalize the 

mental condition of the child.  

It was group therapy that worked 

effectively, as the child felt more secure and 
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comfortable, when he/she stays with the 

peers. The peers were a strong support 

network for these orphans, who struggled to 

overcome their hopelessness, isolation, and 

agony.  It was my responsibility as the 

clinician to make sure the assessment and 

intervention tools used were “culturally 

competent” (Dana, 1996). This is to say that 

the culture of the individual was carefully 

considered in order to detect culture specific 

tools for the dramatherapy practice. 

 

Vignette no. 2.     I worked in Kalutara 

with a group of children aged 6 – 12 years, 

who were affected by Tsunami. The initial 

‘check in’ made it possible to understand the 

issues faced by the 15 children in the group. 

There were a few, who did not talk much, as 

the gravity of the trauma was too much for 

them. The discussion revealed that some 

children were angry with the sea, some had a 

fear for water, some were unhappy that their 

parents were in distress and despair, and 

some have lost courage to face the situation. 

I decided that storytelling would help the 

children in ‘over-distancing’ their 

experience. Making use of a story helps the 

children with comfort, encouragement, and 

inspiration (Bruner, 2002). Intentionally or 

not, a wide range of stories are adopted to 

serve the purpose of treating psychological 

trauma from time immemorial (Davis, 1999).   

The story I selected was a Chinese folk 

tale called The Little Horse. The children 

showed a liking towards the animals in that 

story, as they were the metaphors to improve 

their imagination. As I observed, these 

metaphors helped the children to move away 

from any traumatic situation. Even those 

children who found it difficult, initially, to be 

with the group, made gradual improvements 

in adjusting themselves to engage in the 

process of storytelling. Perrow (2008) 

emphasised that the use of metaphor is a vital 

ingredient in therapeutic story making. 

Metaphors are an essential part of the story 

journey and help create an imaginative 

connection between the child and the 

therapist.  
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Through the story of The Little Horse, the 

children found the qualities of courage, 

intelligence, sense of caring, victory, 

adventure, and feeling proud of the success in 

winning set goals. It is interesting to note that 

some children took the role of the river. They 

imagined a calm and smoothly flowing river. 

This is in contrast to the rough Tide that 

attacked them. The children had the instinct 

of acting against their fear for water. The fear 

for water was visible in most of the children, 

and when they heard the sound of water, it 

was enough to make them panic. In order to 

build confidence and face the reality, the 

removal of fear by enacting the role of water 

was a necessity, and it was a strong cathartic 

move taken by the child. As one child stated, 

“I feel relieved after this drama”. This 

freedom is the purging of negative emotions 

of fear, hopelessness, loneliness, despair, and 

isolation. According to Landy (1993: 26), 

when people take on and play out roles based 

in the events that make up their lives, they 

create new narratives about themselves 

through taking on a role, which provides an 

understanding and gives significance to their 

existence. In playing a role and telling a story 

the client in drama therapy enters the 

creative, fictional reality for the purpose of 

observing or reflecting upon the everyday 

reality (Landy, 1993: 99). 

Finally, the creation of the drama was a 

wonderful cathartic process for the child. 

Once the enactment was over, debriefing 

became an important part of the therapy, 

when all children started discussing about 

what they felt. Debriefing is vital to know 

what the child felt of the character he/she 

portrayed, and what effect it had on the child. 

The discussion started just after a good 

applause to help the child to de-role. De-

rolling helps the child to come back to real 

self, and make an understanding between the 

imaginary and the real worlds. The 

discussion helped the children to make their 

own statements of experience.  

The following are some of the statements 

made by the children: 

• “I enjoyed playing the 

role of the mother. My 

mother is crying. She feels 

sad. I want to see mother 

smiling.” 

• “I am angry with the sea. 

That is why I wanted to 

become the little horse. 

Little horse crossed the 

river without any fear.” 

• “I forgot everything when 

playing.”  

• “I wanted to be very 

courageous. So I selected 

to be the little horse”.  
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• “I want to help children in 

my age, so I wanted to be 

in the chorus and sing 

encouraging words”. 

• “I am not angry with 

water even though that 

destroyed our house. I 

love water and I became 

the river joyfully 

flowing”. 

 

These statements show us that they were 

in an inner struggle to get rid of negativity, 

and they have the love to imagine, 

impersonate, and imitate, in the real time, as 

well as in imaginary time. The distancing 

process was vital in such action, to help the 

child to change the inner conditions.  

The third phase of the therapy was to show 

the children that Tsunami is a natural 

phenomenon, and that man has to face the 

situation by taking necessary safety 

measures. It was an effort to make the 

children aware of the real conditions. 

Children learnt by discussion that 

compassion towards nature is an important 

aspect of human life. Children made the 

understanding that Tsunami is a cause of 

man’s destruction of nature. Children came 

out with the idea that they should enact as 

trees and show that nature should be 

protected.  

The roles of trees, bees, butterflies, deer, 

elephants, and fish were taken by the 

children, and they created a positive thought 

about protecting wild life. The whole 

enactment was for fifteen minutes, and the 

children discussed how they felt after the act. 

The children had notions of social 

responsibility that was amazingly articulated 

at the discussion. The therapist suggested 

Gandhi’s idea of ‘Be 

the change that you wish to see in the world’, 

which the children liked very much, and then 

they made the following suggestions: 

• Should plant more coconut trees 

along the coastal belt. 

• Should protect the coral reefs. 

• Should save the natural forests. 

• Should protect the sea mammals. 

At the end, the children were more 

confident of their social involvement, and 

wanted to have an exhibition about protecting 

the natural environment. The last phase of the 

therapy programme was to exhibit posters, 

make human sculpts, and portray scenes from 

nature. It was an awareness programme on 

man’s responsibility in protecting nature.  

This dramatherapy intervention showed 

that dealing with emotions, at a primary level, 

helps the child to identify with their 

intrapersonal skills. Such awareness supports 

the child in strengthening secure social 

relationships, and enhancing their support 
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network. The last phase, which was the 

climax of the programme, was cathartic, 

emotionally, cognitively, and spiritually. 

 

Vignette no. 3.     A teacher in a rural village 

was obsessed with the idea that someone 

would enter her house to rob, and in the 

nights she would walk to the door, to check 

whether it is locked. The client had this 

obsession as a result of fear of losing her 

jewelry that her husband had bought for her. 

In order to approach this case, I made use of 

Illisa Jathaka (a story from a previous life of 

Buddha). As she was a Buddhist, it was safe 

to touch on a religion-related text, and also, 

to transfer her fears over to the characters in 

that text.  

Illisa Jathaka was a story about a 

tremendously rich royal treasurer, who lived 

in a town called Sakkara near the city of 

Rajagaha. He had been so tight-fisted that he 

never gave away even the tiniest drop of oil 

you could pick up with a blade of grass. 

Worse than that, he wouldn’t even use that 

minuscule amount for his own satisfaction. 

His vast wealth was actually of no use to him, 

to his family, or to the deserving people of the 

land. 

First, the dramatherapist started to read the 

story to the client. As this Buddhist lady had 

a strong religious learning, she was quick in 

grasping the message. However, discussing 

about the story she said, “But how can one 

just give up so easily? Buddha told to do so, 

but…” This reluctance was visible in her. It 

took several sessions for her to change the 

pattern of her thoughts, and then her 

behavior.  

The intervention employed role playing. 

The client took the role of the miserly royal 

treasurer. She compared her role with that of 

the protagonist in the story. She tried other 

roles, such as the wife of the miser, two 

children, a servant, and a neigbhour. She 

listened to what they said. When empty chair 

and role reversal was utilized with this client, 

she took the role of the Buddha. She used 

Buddha’s words from the text, arranged the 

lines, as if they were spoken by Buddha, and 

she did listen to the content of those words.  

Deconstruction of ego is a necessary 

prerequisite for this undertaking. We come 

from a tradition that doesn’t uncover or 

strengthen the ego; we train to be free of its 

grasp on us. It is undoubtedly a thoroughly 

subjective, inner, contextual study, and no 

one method binds it. The actual action or 
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forms of practice are easily made and 

unmade.  

The above cultural understanding turns 

dramatherapy into “one of the disciplines of 

contemplation by which peace [can be] 

established in the soul” (Wells, 1963, in 

Tarlekar 1975/1991, p. 53). The use of art 

forms for healing was entrenched in the view 

of the aesthetic as the vehicle for the psycho-

spiritual. In fact, the capacity of art forms to 

engage and energize made them central in all 

endeavours; they are inseparable from the 

cultural design of Sri Lankan life. Thei  r 

transformational potential was recognized 

and played out, like folk stories changing 

meanings and values, depending on the 

“context-sensitive designs that embed a 

seeming variety of modes and materials” 

(Ramanujan 1999, p. 42). The subjective, the 

individual, is at the centre of this process, 

woven within an overarching theme of 

journey to the other shore of existence. 

Dramatherapy intervention was a process 

for spiritual purification, alleviating the 

client’s fears. The client finally realized that 

she had to practice a different role, the role of 

a renunciator, giving away all what she had. 

I, as the dramatherapist, portrayed many 

roles, receiving alms from her, and helping 

her to strengthen her thoughts on 

renunciation. I had to receive her gold, thank 

her for giving such valuable alms, and wish 

her good health in this present life and life 

after death. This role playing enabled the 

client to rehearse meaningful living. “It 

liberates me to think that I don’t own 

anything,” she said. She felt happy and 

contented. Giving alms is considered a great 

meritorious act that makes the person feel 

happy. In fact, she was concerned about her 

life after death, which is a vital religious 

notion in this Buddhist country.  

My client progressed to the extent of 

empathizing with the protagonist (Illisa) in 

the Jathaka story. She saw how Illisa 

transformed, after listening to the Buddha. In 

the story, Illisa became diligent in charity and 

performed many good work. He even 

attained rebirth in heaven, which is the sole 

intention of my client, too.  

Finally, in the therapy process, my client 

started to write her own story by giving 

completely a different set of characteristics to 

herself, where she would give all her wealth 

to the poor, and feel happy in helping 

somebody. She continued the process of 

writing stories and poems, until she 

completely got rid of her obsession, and 

made life easy. She became a very charitable 

person who would willingly help others and 

engage herself more in meditation, and social 

work. This study clearly shows that the 

change in my client’s behaviour was a result 

of her religious beliefs.  
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Vignette no. 4.     Women in this traditional 

society, lack freedom, and are in a depressed 

state. As many women said, they have to get 

permission from their husbands, to go out 

with friends, or engage in their leisure time 

activities. Some said that they willingly gave 

up meeting friends, or engaging in leisure 

activities, in order to care for the husband. 

After the marriage, women are in a cultural 

project of “making sense of the path one 

should take in the world” (Sharma, 2014). 

Since the women are fully engaged 

willingly, or unwillingly, in household 

chores, as the culture in Sri Lanka expects a 

woman to care for her family, most women 

experience silent depression. Some women in 

Sri Lanka, as I have noted, express their 

depression, as physical pain. They express 

their distress as tiredness, inability to work, 

headaches or lower back pain. This is a 

somatisation of the psychological distress.  

Today, some modern women in the 

country, especially, the upper middle class 

women, who enjoy senior executive level 

positions in the corporate sector, have thrust 

their way in creating their own freedom. 

However, most of the women are still 

restricted to the kitchen, and the world does 

not hear their screams, cries, protests, and 

murmurs. This culture defines a woman as 

one that has to care for her husband and 

children. She is adored as the cultural 

guarantor for the society’s continuity, but she 

lacks her freedom. 

I worked with individual women, and 

groups of women, who experience 

depression, either in a mild or moderate level. 

When they came for therapy, I engaged them 

in auto-narratives, mono-drama, and role 

playing, which helped them in releasing their 

worries. These processes were aimed at 

facilitating the clients’ ability to tell personal 

stories, solve problems, set goals and gain 

insight into personal behaviours (Nebe, 

2016).  

The women used symbols, made 

spectrograms, and sculpted to give voice to 

their untold agony. The women used 

photographic images to build scripts about 

how they are treated at home. Some women 

used empty chair, and role reversal, to speak 

to their significant other, and to listen to the 

other, respectively. There were those who 

spoke to a weird mask of their selection, 

treating the mask as the significant other. 

They screamed at the mask, vented out their 

anger, and some tore the mask, giving 

physical expression to their suffering. Reneé 

Emunah concluded that drama therapy asks 
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us to discover and incorporate undeveloped 

parts of ourselves, stretch our idea of who we 

are, and experience our intrinsic connection 

with others (1994: 302). 

Some women listened to their narration, to 

understand their role as the mother, or wife, 

to keep the family moving. Such listening 

made them to identify with their 

responsibility within the family. They 

depended on the archetype of the Great 

Mother (Jung, 1959:9), as strength, to renew 

their life, and engage in household chores, 

which they commented as ‘very enjoyable’. 

The data from auto-narratives presents the 

individual’s “understanding and beliefs about 

the world” (Forrester, 2000:241). 

In such instances, therapy turned into a 

mindfulness process, and as some women 

commented: “Washing clothes is like acting 

in a drama. When you enjoy the performance, 

you don’t feel tired.” Such improvised 

activities brought them a sense of happiness. 

One woman improvised cooking tasty food, 

and imagined her family enjoying the meals. 

It brought her happiness, and amazingly it 

became her dream to improve her situation.  

Therapy sessions with women showed that 

marriage causes an identity crisis in them. 

Not knowing the role they need to play, 

within a complex traditional culture, drifts 

women into depression. Dramatherapy is a 

source in helping them to develop an identity, 

through narratives, role play, and archetypes.  

Limitations 

In this paper, I present only four vignettes, 

covering the aspects of trauma, obsession, 

and depression. Also, I limit myself in 

explaining some of the cultural patterns of 

our people. In Sri Lanka, culture is a 

phenomenon that encompasses diverse 

practices, and this paper does not relate to 

that totality. This has implications to conduct 

further study on other resources available in 

the country, to make dramatherapy a fruitful 

practice.  

 

Conclusion 

Religious beliefs, rituals, and stories are 

potential remedial tools for a client, within 

the dramatherapy framework. These 

resources provide metaphors, symbols, and 

archetypes to make sense of the 

psychological and spiritual behaviour of a 

person, or a community. Culturally, these 

aspects assist in managing one’s trauma, 

develop self-identity, maintain social 

interaction, and explore one’s inner 

resources. Role play, storytelling, and 

dramatic improvisation as dramatherapy 

tools encompass the above cultural aspects, 

to engage the client actively in the recovery 

process. Culturally responsive dramatherapy 

practice empowers the client to experience an 
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inner transformation within a creative, and a 

non-judgmental space. It helps the client to 

redefine his/her position by rehearsing new 

roles, and structuring novel situations. Within 

the dramatherapy framework, culture enables 

the client to construct new meaning to life, 

and expedites the healing. 
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j<dl=,la fkdù osh ì÷jla ùug kï ''' 
 
;ukaf.a W;a;=x. m%Ndjfhka ñysh t<sh l< 
ysre oji fl<jr úvdnr uqyqKlska wjr.sr 
n,d fiñka wä ;shkakg úh' 

ldhH_ nyq, ;j;a ojilg ksudj 
;nkakg is;+ uu o WmfoaYk ldhH_d,fha 
cfka,h w;ßka tlS wyi foi ne,qfjñ' 
iqmqreÿ f,i ljq¿fjka tyd /÷Kq 
fidndoyfï uejqïlrejka ál udj iqjm;a 
lsÍug ie§ meye§ isákq oelsh yels úh' 

tfy;a fjkod fuka fkdj" wo by< 
wyfia iq<Õ fõ.j;a hhs ug oekqKs' ukao" 
ia;r follg msysá fl¢ j<dl=¿ ksYap, j 
mj;soaoS leá j<dl=¿ fõ.fhka we§ hkakg 
úh' tajd úúO yev .;a w;r" fkdoeuqKq 
.uklska" b;d l,n,fhka ta fï w; 
úisfrk nj;a" lsisÿ md,khlska f;dr j we§ 
hk nj;a" uu ÿgqfjñ'ta iuÕ u WoEik isg 
fï jk f;la ud yd lghq;= l< frda.Skaf.a 
uqyqKq tlS wyfia Pdhd ud;%hla j osia ù uelS 
.sfha h'  

ienúka u l=ula o ta l,n,h @ 

tu iEu frda.sfhl= u uy;a wmyiq;djlska 
fm¿Kq w;r Tjqkaf.a is;sú,s o by< wyfia 
j<dl=¿ n÷ hhs oeka ug isf;a' b;ska fujka 
wh yd tla j fndfyda ld,hla ñvx.= lrñka 
uu Tjqka yg hula oel .ekSug wo ojfia 
Woõ lf<ñ' ta kï" Tn ienúka u j<dl=,la 
fia mj;skjd o" ke;skï osh ì÷jla jkjd 
o hk j. hs'  

—j<dl=,la iy osh ì÷jlã  l=ula o fï 
foflys fjki @ 

.yfld< we, fod<j, we;s c, ì¢;s iq<Õ 
yd ysre t<sh tla ù by< wyig weo .kakd 
w;r" hï isis,ila u; tla /ia fjñka tajd 
miqj j<dl=,la njg m;a fõ' kuqÿ th 
Yla;su;a fkdjk w;r" ;o óÿula fia .,d 
hk nj l÷ uqÿkl § j<dl=,lg yiq 
jQjl=f.a is;eÕs ukdj u;lalr fohs'  

flfia kuq;a Bg;a jvd fuu j<dl=, 
isis,a jk úg ;j ;j;a >kSNjkh ù jeis 
j,djla jkafka h' wk;=re j th osh ì÷jla 
njg m;a jQ jyd u wyfia fkd/£ ñysh 

fidhd ths' fufia tu osh ì÷j ;uka j 
ksu_dKh l< we," fod<" .x.d" .yfld< fia 
u ñysl; fidhd kej; we§ tkafka lD;.=K 
ie,lSulg hhs ug kï isf;a'  

tfy;a j<dl=,g fï ms<sn| lsisÿ 
kskõjla ke;' wdfõ fld;ekska o" hkafka 
fld;eklg o" fya fkdokafka h' udre;h 
.uka lrkafka hï osYdjlg o" úúO yev 
.ksñka j<dl=, ta w;g fï w;g we§ hkafka 
h' 

ienúka u wm fj; meñfKk udkisl 
.eg¿j,g m;a mqoa.,hka o tn÷ h' ukao" 
fï wdldrhg ld,hla mqrd ;uqka fj,S isá 
fõokdj fya;=fjka Tjqkf.a is;=ú,s iuÕ 
oeä l,n,hlg m;a j isà' wf;drla ke;s 
j Tjqka j yËjñka fldam .kajñka ìh 
joaojñka tu is;=ú,s u;=jk w;r" is;=ú,s 
yd uu hk fol fjkafldg y÷kd.ekSug 
fkdyels wdldrfhka mqoa.,hd j wirK 
lrhs' 

tys § fulS is;=ú,s yd .efgk fud<hg 
oeä fjfyila we;sjk w;r" iakdhq ffi, 
w;r ridhksl l%shdj,Ska o fjkia lrñka 
tlS ÿlg ìhg yd flaka;shg wkqrEmS j 
m%;spdr oelaùu i|yd Tjqkf.a iajhxidOl 
iakdhq moaO;sh o fjkialr isà' 

bkamiq tys m%;sM,hla f,i .eg¿jg 
m;a ;eke;a;df.a iqiqïj, fõ.h wvq jeä 
fjhs' yDo iaMkaokh wvq jeä fjhs' W.=r 
lg fõf,a' reêr mSvkh wvq jeä jk w;r" 
úfgl l=i.sks fkdoekS hhs' ;j;a úfgl th 
oeä l=i.skakla ù miqj wdudYsl m%odyh 
njg o m;a fõ' nysiaY%dùh lghq;= wl%uj;a 
fõ' la,dka;h yd lrleú,a, iuÕ ysiroh 
o mmqfõ fõokdj yd Worfha fõokdj o 
we;s lrhs' Tjqkf.a w;mh ysßjeà ykaosm;a 
ß§ug mgka.kS' ienúka u ;u lh ;ukag 
jOld.drhla fia oefkk ;rug mqoa.,hd j 
wirK lrhs' 

fufia ufkdaldhsl jHdëkaf.ka wirK 
jQfjda úúO ffjoHjrekaf.a msysg m;d we§ 
hk w;r" bkamiq tu ffjoHjreka iy Tjqka 
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,ndÿka T!IO ms<sn| úYajdihla fkdue;s j 
foia fofjd,a ;eîug mgka.kafkda h'     

fï wdldrhg fud<h ldhsl igklg 
ierfik úg mqoa.,hdf.a is;Su" ;¾lkh 
wvmK ùug mgka.kS' túg" ;ud iy ;uka 
wjg mßirh fkdfmkShdu ;=< Tjqka yg 
;u is;=ú,s flfiaj;a fkdfmkS hhs' bka 
lsisÿ isÿùul mQj_dmr ikaê .,md .ekSug 
fujeks mqoa.,fhda wiu;a fj;s' 

bka wk;=re tu mqoa.,hd f;areï 
.kafka ;ud b;d wirK nj;a" uq¿ f,dj u 
;udg úreoaO j oËq uq.=re f.k ;uka 
úkdY lsÍug ieriS isák nj;a h' tneúka 
tjka úhjq,lg m;a ;eke;af;da 
n,dfmdfrd;a;= rys; mqoa.,hka njg 
m;afj;s' thska wdorh hk wl=re i;r 
Tjqkg wd.ka;=l ùug mgka.kS'  

 
Tn ufkda WmfoaYlhl= fyda 
ufkdaÑls;ailhl= kï fï Tnghs ''' 
 
fï wdldrhg wmg yuqjk frda.shl= 
ke;skï fiajd,dNshl= yd lghq;= lsÍfï § 
uq,ska u isÿ l< hq;f;a l=ula o @ 

m<uq j" fldkafois úrys; wdorhlska 
Tyq fyda weh ms<s.ekSu hs' úksYaph 
lsÍulska f;dr j weyqïlka §u hs' ldreKsl 
jQ oyd¾ONdjhlska ke;skï iylïmdjlska 
Tjqka j wjfndaO lr.;a nj Tjqkg jgyd 
.ekSug bv ie,iSu hs' thska tlS mqoa.,hd 
;=< Ñls;ailhd ms<sn| uy;a jQ úYajdihla 
f.dvkef.kq we;' 

fuhdldrhg fofokd ;=< f.dvkef.k 
ukd iïnkaO;dj ;=< wyfia j<dl=¿ 
úisfrk whqre n,disákakd fia 
fiajd,dNshdf.a úisreKq is;=ú,s 
Ñls;ailhdg b;d fyd¢ka fmfkkakg mgka 
.kS' oeka Ñls;ailhdf.a j.lSu jkafka tlS 
is;=ú,s ukdj oel.ekSug yelsjk 
wdldrfhka tlS fiajd,dNshd j iukhlr 
.ekSu hs' fuh t;rï myiq ldhH_hla 
fkdjk w;r" b;d ÿIalr jQ ne?reï 
lghq;a;la fõ' 

ukao" wm bosßfha isákd mqoa.,hd wm 
fyd¢ka lshjd fkd.;fyd;a Tyqg fyda 

wehg wjYH kshu m%;sldrd;aul ie,iqu 
Ñls;ailhd yg kshudldrfhka ks¾Kh 
lr.ekSug fkdyels jk neúks'  

m%;sldrd;aul ufkdaWmfoaYkfha § wm 
yg úúO .=rel=, Tiafia mekkeÕ=Kq merKs 
fuka u kùk jQ o m%;sldrd;aul ie,iqï iy 
tajdg wjeis wdïmkak fndfyduhla yuq fõ' 
ta w;r" rx. Ñls;aidj o ;j;a tla m%;sldr 
ie,iqï l%uhls'  
 
tfia kï tlS rx. Ñls;aidj fhdod .ksñka 
j<dl=,la osh ì÷jla lrkafka flfia o @  

fuys § ud is; ;oska we§ hkafka f.iafgd,aÜ 
ufkdaúoHd .=rel=,h fj; hs' ukao" Tjqka 
ksr;=re mjid isákafka hula fjkafldg 
oelSu fjkqjg 
iuia;hla f,i 
oelSug 
mqyqKqlrùu 
ms<sn|j hs' 
mqoa.,hdf.a 
we;=<dka;h 
.fõIKhfldg 
iuia;h yd 
tlaùug Wmldr 
lsÍu hs' ta wkqj 
wm by;ska 
oelajQjd jQ 
lreKqj, 
i|yka 
wdldrhg 
udkisl úhjq,lg m;a mqoa.,hd fuu 
iuia;fhka .e,ù ;ksùug mgka .kS' 
tfiau" ;u .eg¿fõ o iuia;h fkdoel 
tys tla fldkla muKla w,ajdf.k ÿla 
ú¢kq oelsh yels fõ'  

tneúka tjka fiajd,dNSka ;uka 
wfkl=kaf.ka fjka j ;ks ù we;e hs foia 
fofjd,a ;nk fudfydf;a Tyq fuu úYajfha 
mqxÑ wxY=jla muKla nj u;la lr §" 
ñksiqka" i;=ka fuka u .yfld<" ñysl; fia 
u br y| mjd Tyq iuÕ /£ isák nj tu 
mqoa.,hdg u;lalr §ug isÿ fõ' 

tfia kï" Tjqka u Tjqka úiska ;kd.;a 
isr ueosßh lvd t<shg wd hq;= nj hs' ta 
i|yd wm Tjqka yg Wojq l< hq;= w;r" 
Tjqka j weú§u i|yd fhduqlsÍu b;d fyd| 
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Wml%uhls' tys § l< hq;af;a ksoyfia Tjqka 
j weú§ug ie,eiaùu hs' fuu weú§fï 
wNHdih b;d jeo.;a jk w;r" idudkH 
whqßka" fõ.fhka" b;d fõ.fhka" fifuka" 
b;d fifuka" flá wä ;nñka" nr wä 
;nñka" ÿr wä ;nñka weú§u ;=< mqoa.,hd 
.eg¿ldÍ f,dalfhka ñ§ ;ud ;u isrer 
iuÕ /£ isák nj oek.ekSug mgka .kS'   

bka wk;=re j" ;u isrer yd fyd¢ka tla 
ù" fufia ;ud ;=< ;udj u w;aolsk 
mqoa.,hd áflka ál mßirh iuÕ 
tald;añl l< hq;= fõ' ta i|yd wmg rx. 
Ñls;aidj ;=< tk weöu ^sculpting& 
fhdod .; yels jkq we;' tys § m<uq j 
uki ;=< úúO jQ mdßißl jia;+ka Ñ;%Kh 
lr.ekSug bv ,nd § miqj ;u isrer Ndú; 
lrñka tlS rEmh weöug fiajd,dNshd j 
fhduq l< hq;= fõ' ienúka u" rx. Ñls;aidj 
;=< Ndú; jk fuu weöu hkq wmg ;j;a 
fohla njg m;aùug tu øjH" mqoa., fyda 
i;a;aj iajNdjh ukiska  iam¾Yfldg ;uka 
;=< u w;aoelSug W;aidyhla oeÍu hhs 
mejish yels w;r" tfiau" tlS mqoa.,hdf.a 
Ñ;a; iajNdjh fufia wUd.;a rEmlh ;=<ska 
t<shg oeóug o Wmldr lr.; yels h'     

ta wkqj" wmg mqoa.,hd j<dl=,la l< 
yels h' tys § th úisfrk ieá tys we;s nr 
ke;skï l,n,ldÍ nj tll= w;aolsk 
w;r" ;fjfll=g b;d ieye,a,q ksoyia 
njla bka w;aú£ug mq¿jk' tkï" j<dl=, 
;=<ska mqoa.,hdg ;ud j m%ldYlr .ekSug 
rx. Ñls;aidj Wmldr lr.; yels nj hs'  

bkamiq Ñls;ailhdg tlS l,n,ldÍ 
j<dl=, iS;, osh ì÷jla l< yels h' tys § 
;u YÍrh Ndú; lrñka ta u; úisreKq 
j<dl=, oeka iS;, osh ì÷jla ùug ;u 
weöu ;=<ska h;ak orhs' fidndoyfï 
wdYs¾jdohla f,i ienúka u Tyq fyda weh 
o tald;añl h' oeka Ñls;ailhd ;jÿrg;a 
Tjqkg uÕ fmkaùu l< hq;= fõ'  

tkï" oeka Tn kej; Tfí uQ,h fidhd 
hkak' Tn uq,ska Ôj;a jQ we," fod<" fia u 
jeõ fmdl=Kq lrd ukiska we§ hkak' Tn 
leu;s kï ;=re uqÿkl u,la fia u M,hla 
u; fyda oejfgkak' thska o fkdkej;S 
ñysl; fidhd meñfKkak' fmdf<dj je<| 
.kak' tys iqjh w;aú¢kak' iS;, .,la 

uqÿfkka .,d hkak" my<g jefgkak' mqxÑ 
u,a fm;a;la Wv /£ tys iqjh w;aú¢kak' 
oeka Tn tlS u,a fm;af;a yevh .kq we;' 
ukao" c,h hkq mj;sk ia:dkfha we;s yevh 
f.k ;ekg iqÿiq whqßka wkqj¾;kh jk 
fohla neúks' tys § c, ì÷fõ myi ,nd 
u,a fm;a; ;=gq jk wdldrh;a Tn b;d 
fyd¢ka ú| .kak'  

fï jk úg fiajd,dNshd u,a fm;a;l 
yevh .kS' b;d i;=áka msreKq flfkls' 
c,h fuka ;uka o fl;rï kuHYS,S oe hs 
Tyq fyda weh w;aolskq we;'  

tfiau" ñysl; je<|.ekSfuka osh ì÷jg 
.yg je,g mK§ug ms<sjk' tu .fya jef,a 
u,la fyda M,hla o úh yels h'  

oeka Tn fl;rï jákjd o @  

fufia rx. Ñls;aidfõ tk weöu ;=< 
Ñls;ailhdg r¿ mr¿ f,dalfhka w;ñÿK 
fiajd,dNshd b;d wdorKSh jQ lD;.=K 
oefkkakdjQ b;d kuHYS,S yoj;la we;a;l= 
njg m;a l< yels h' ta wka lsisjla ksid 
fkdj fï fidndoyfï wmQ¾j;ajh ;=<sks'  

fï wdldrhg f.iafgd,aÜ ufkdaúoHdj 
;=< oelafjk iuia;h olsk mqoa.,hd ;ud 

fuf,dj ;=< ;ksj ke;s nj jgyd .kq we;' 
Tyqg fyda wehg fuf;la osk úi|d.; 
fkdyels jQ m%fya<sldfõ isr ù ;snQ wl=re 
i;r oeka .,md .ekSug yels jkq we;' ta 
kï wka lsisjla fkdj" 

—wd ''' o ''' r ''' h ''' ˜  hs'  
 
tkuqÿ Ñls;ailhdf.a ldhH_h ;ju;a wjika 
ke;'  

ó<Õg Tn tlS mqoa.,hdg tu wdorhg 
;j jpk folla tlafldg y÷kd .ekSug 
lshd osh hq;= h' th kï"  

—fldkafoais úrys; wdorh˜ hs'  

“iuia;h olsk 
mqoa.,fhl= jkak” 
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fuh lshd §ug Ñls;ailhd wksjdhH_fhka u 
fldkafoais úrys; wdorhlska" wdhH_ 
ffu;%shlska" lreKdjlska" ohdjlska" 
uqos;djlska fia u WfmaCIdjlska o msÍ isáh 
hq;= h'  
 

fuhdldrhg wm fj; meñfKkafkl= 
iqjm;a lsÍug fhdod.kakd rx. Ñls;aidj 
kï l%ufõofha § weöu hkq ;j;a tl 
fuj,ula muKs' thska muKla frda.shd 
iqjm;a fõ hhs wfmaCId l< fkdyels h' 
tfy;a wo jk úg nd, uy,q jeäysá 
ish,af,da u ;dCIKh yd úoHdfõ ys,sÕ=jla 
n÷ f,dalhl isr.; j isák neúka Tjqkag 
;uka fidndoyfï fldgila nj wu;l j 
we;' Ñls;ailhl= f,i kej; th 
u;lafldg §u Tnf.a j.lSu hs' ta i|yd 
weöu wm fhdod .;af;uq'  

flfia kuq;a" wm wmf.a ienE uQ,h fidhd 
hdu fndfyda úg fndfyda .eg¿j,g we;s 
tl u úi÷u nj wu;l fkdl< hq;= fõ' 
b;ska"  

oeka Tn osh ì÷jla f,i Tng oefkkafka o 
@ 

W;aidy lrkak'''' 

ienúka u osh ì÷jla jkak'  

tys § Tn ;j;a hï fohla wu;l 
fkdlrkak'  

ta kï" ''' Tfí mshd yhsv%cka jk úg uj 
Tlaiscka jQ nj hs'   

oeka yo mqrd Tjqkg ia;+;shs lshkak'  

túg Tng oefkaú" 

Tn ienúka u Ôj;a jk nj'   

 

    

 

 

 

 

 

 

 

 

 

 

- WmfoaYk ufkdaúoHd{ bkaødKs 
;s,lr;ak" Y%S chj¾Okmqr uy frday,' 
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Tnf.a w;aikska fy,sjk Tfí ie.jqk pß; ,laIK 

 
w;a wl=re l,dj j¾:udkh jk úg wm 
w;ßka fndfyda fihska bj;aj f.dia we;s 
ikaksfõok l%uhls'úoHfõ ÈhqKqj 
fl;rï jqj;a ;dlaIKhg yd 
äðg,alrkhg yiq fkdù wog;a 
jákdlñka yd wjYH;djfhka ìol=ÿ wvq 
fkdù bÈßhg meñ‚ tlu Ndú;h f,i 
yÿkd.; yelafl mqoa., w;aik muks' 
oYl .Kkdjla ;siafia mqkreÉpdrKh 
lrk ,o  m%ldYhla f,i yÿkd .;a 
w;aik mqoa.,fhl=f.a tla wdldrhl 
ksfhdackhla f,i Ôú;fha jeo.;a hehs 
ie,flk fndfyd ldrkd j, § 
jákdlula Wiq,hs' 
 
neÆ ne,aug w;aik ;Ska; fma,shlg jvd 
jeä hula fkdfõ hehs fmkqko ta ;=, 
.eíù we;s ,laYk .fõIKfha§ 
flfkl=f.a Ôú;fha fm!reIh 
iajNdjhka yd Ôjk f;dr;=re .ek ukd 
wjfndOhla ,nd .; yelsh' tjeks jQ 
w;aika Ndúf;fhka iau;=jk iajNdjhka 
ms,sno fuf,i wOHkh lruq'  
 
w;aikg fhdod .kakd wl=rej, 
m%udKh wkqj fm!reIh" 
 

• Tn l=vd wl=re fhdodf.k w;aik 
fhdokafka kï  
 

Tn ksYaYío;dj w.hk flfkls' kuq;a 
;rula ,eÊcdYS,S .;smej;=ï j,ska fyì 
;eke;af;ls' tfiau iqmÍlaIdldÍ nj 
iy úYsIag udkisl tald.%;djhla o 
Tn;=, fõ'Tnf.a ;d¾lsl nj jvd by, 
uÜgul we;s w;r iliqrejï iy iajhx 

úkh.rel ,laYk o Tn;=,ska fmkakqï 
lrhs'Tnf.a w;aifkys  wl=re m%uKh 
fnfyúkau l=vd ù we;akï Tn ;rula 
wyxldr iy uiqre njlska o hqla;fõ' 
 

• úYd, wl=rej,ska Tfí w;aik 
fhdokafka kï 

 
Tn újD;j woyia m%ldYlrkafkls' th 
úYajdih wjqiaik iajNdjhla o .ks'Tn 
;rula Ôú;fha isysk olskafkla fiau 
fnd<| núka o hqla; ;eke;af;ls' 
 

• Tnf.a w;aifkys ish¨u wl=re 
m%udKfhka idfmalaIj iudk fõ kï' 

 
Tn b;d ksy;udks tfy;a ,eÊcdYS,S 
njla fmkakqï lrkd mqoa.,hl= fõ' Tn 
wkqj¾;kh ùug b;d olaIfhl= nj;a 
lshfõ' 
 

• myiqfjka lshúh yels yd meyeÈ,s 
w;aik 

 
iys; mqoa.,hka iïnkaOfhka fndfyda 
foa i;H fõ' Tnf.a újD; nj;a" 
ieÕùug lsisjla ke;s nj;a" Tn Tn 
.eku i;=gq jk nj;a thska fmkakqï 
flf¾' 
 

• fkdmeyeÈ,s ,sùula we;s w;aik 
 
Tn wyxldr jk w;r Tn ljqrekao 
hkak iEu fokdgu fmkaùug ks;r 
W;aiy orhs' udkdêl .;s iajNdjhla o 
Tn ;=,ska .uH fõ' 
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• È¾> f,i fhdok w;aik 
 
Tn úYajdijka; wfhls' iaÒr 
.;smej;=ï j,ska hqla; jqjo ;rula 
uqrKavq iajndjhla o we;' fjfyi 
uykais ù ;u lghs;= lsÍfï yelshdjla 
Tn i;=fõ' 
 

• flá w;aik 
 
iajNdjfhkau Tfí w;aik flá fõkï' 
Tn fkdbjis,su;a flfkls' Tn blauka 
m%;sl%shdjla iEu lghq;a;lu wfmalaId 
flf¾' hï fohla flfrys Tfí wjOdkh 
ÿ¾j, fõ' 
 

• ,sùfïÈ l%ufhka wjidkh by,g 
ke.S tk w;aik 

 
Tn wNsm%dhYS,S núka hqla; wfhla fiau 
Y=Njd§ wdl,amj,ska o fyì wfhls' 
ÔjYla;sfhka msßmqka njla iu.u 
ks¾udKYS,s;ajho Tng Wreu ù we;' 
 

• ,sùfu§ l%ufhka wjidkh my,h 
keUqrejk w;aik  

 
TnwY=Njd§ woyia ork w;r 
ÿ¾j,;ajh leue;af;kau je<`o.kakd 
iajNdjhla Wiq,hs' 
 

• w;aik uq, isg w. olajd yShla fia 
fl,ska mej;Su' 

Tng iunr Ôjk meje;aula we;s w;r 
fkdìhj iDcq ;SrK .ekSug yels 
;eke;af;ls' 
 

• /,s iajNdjfha w;aikla we;akï 
^uqyqÿ /,s kef.kakdla wl=re ,sùu& 

 

Tn rdcH;dka;%sl Ndjhg keUqrelu 
orhs' tfiau kuHYS,S .;s iajNdjfhkao 
hqla;hs' 
 

• wêl mSvkhla fhdod w;aik igyka 
lsÍu 

 
fï wdldrfha w;aik fmkakqï lrkafka 
ndysr fm!reIh wdl%uKYS,S jqj;a 
wNHka;r mqoa.,hd ixfõ§ njhs' 

• w;aik jg lr rjqula igyka lsÍu 
 
rjqu u.ska fmkakqï lrkafka Tn iajhx-
iSudldÍ úYajdihka ks¾udKh lrf.k 
tajd wd.ñl jYfhka wkq.ukh lrk 
njls' Tn m%isoaêfha fukau ieu úglÈu 
wdrlaIdj wfmalaId lrk njla y.jhs' 
 

• w;aifka hábr f¾Ldj uq,g /f.k 
tau  ^wjidkfh isg kej;a jïmig 
uq,g f¾Ldj we§u& 
 

Tn w;S;h yd ne÷kq lsisjla w;ayeÍug 
wiu;a fõ' th fyd| fyda krl o hkak 
Tn;=, ;elSula o fkdlrk wfhls' 
 

• Tnf.a w;aik jl% yd isks÷ wl=ßka 
iukaú; kï" 

 
Tn b;d uDÿ ;uka ;=<g jvd msg; .ek 
is;d Ôj;a jkafkl= ùug fhduq fjhs' 
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• Tng ysñ ffY,S.; we=re iys; 
w;aikla kï tkï rgd iys; 
w;aikla kï "Tn mqridrï 
fodvjkafkl= fukau wjia:dkql+,j 
jxl mqoa.,hl= o úh yel' 

 

• Tng we;af;a ksrej;a w;aikla kï 
^hg bß fyda ;s;a fyda fjk;a oE 
fkdue;s&" Tn b;d ;d¾lsl 
mqoa.,hl= jkafka h' 

 

• wl=re w;r mr;rhla fkdue;s ùu 
 
Tn ia:djr is;la we;s wfhls'tfiau 
;d¾lsl iajndjh o .;dkq.;sl núkao 
hqla; fõ"  
 

• wl=re w;r mq¿,a mr;rhla we;s 
w;aik 

 
Tn woyia h:d¾:hla njg m;a lsÍug 
W;aidy lrk kuHYS,S mqoa.,fhls 
 

• Tnf.a w;aik  yryd lemqï f¾Ldjla 
fhdokafka kï Tn ks;r iEu fohla  
iïnkaOj u wi;=áka fmf<k w;r 
uola ixfõ§ ,laYk we;s 
mqoa.,fhls' 

 

• w;aikg háka bß weÈ w;aik 
 
Tn wd;aud¾:ldó woyia orkakl= jqj;a 
b;d ixfõ§ njla Tfnka ms<sìUq lrhs' 
 

• w;aik g  by<ska brla w¢kafka 
kï" 

 
ksIaM, l%shd isÿ lsÍug fm<fUk Tn 
wdvïnr .;s ,laIK fmkakqï lrk 
w;r Ôú;fha fndfyda foa lsÍug W;aidy 
orkakl= jkafka h' 
 

• Tnf.a w;aifkys wjidk wl=r l=vd 
fõ kï" 

 
Tn úiska isÿ lrk ldrHhka  wjidkfha 
Tnf.a Wkkaÿj ySk ù hk njla fmkakqï 
lrhs' 
 

• Tnf.a w;aifkys wjidk wl=r 
úYd,hs kï" 

 
Tn úiska isÿlrk ld¾hhka ;=< tys 
wjidk wÈhf¾ § Tn b;d l%shdldÍ njla 
fmkajhs' ryia ;nd.ekSug Tn;=, 
yelshdjla fkdyel' 
 

• Tng ysñ È.= j,s.h iys; w;aikla 
kï" 

 
Tn úOdkj,g wlue;s fiau úfõpk ord 
.; fkdyels ;eke;af;ls' kuq;a Tn ;=, 
úplaIKYS,S mqoa.,hl= isà' 
 

• Tnf.a w;aik ;s;lska wdrïN fõ 
kï" ^m,uq wl=rg fmr fyda miq 
;s;lska wdrïN lsÍu& 

 
hula wdrïN lsÍug fmr ta ms<sn|j  
f;dr;=re uekúka fidhdn,k 
iajndjhlska Tn hqla; fõ'  
 

• Tnf.a w;aik ;=< ;s;a we;=<;a 
lrkafka kï" Tn b;d  úkh.rel 
mqoa.,hl= fõ' 

 

“Tn b;d uDÿ ;uka ;=<g 
jvd msg; .ek is;d 

Ôj;a jkafkl= ùug fhduq 

fjhs” 
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• iudk yev;, j,ska hqla; w;aikla 
ysñ Tn" taldldÍ ld¾hhkaj, ksr; 
jk olaI;d ysñ mqoa.,hl= jkafka h' 

 

• miq.dó Æmhla iys; w;aikla Tng 
ysñ kï" ̂ w;aik wjidkfha isg uq,g 
w;aikg by,ska wÈk ¨mhla fuka jq 
f¾Ldj& 

 
Tn úiska isÿ lrkd l%shdj úYaf,aIKh 
lsÍug keUqre jkafkl= fõ' 
 

• wl=re w.g Æm fh§u ^wl=re 
wjidkh jgl=re f,i ,sju& 

 
Tn iajdëk .;smej;=ï j,ska fyì 
;rula ovínr .;s ,laYk we;s wfhls' 
tfiau fndfyda fia is;du;d jevlrhs' 
úYd, øjHuh i;=glg fukau  uqo,a iy 
,sx.sl;ajhg wdYd lrhs' 

 

• m%udKh blau jq  úis;=re iy 
ixlS¾K w;aik 

 
Tn ks¾udKYS,S fiau Woafhda.su;aj ish 
lghq;= isÿlrk wfhls' mqridrï fodvk 
iajndjhlskao hqla; Tn wjOdkh 
.ekSug reÑ wfhls' 
 

   

 

 

ufkda Ñls;ail  

ksfrdaId r;akm%sh 
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Healing through Dramatherapy and its Impact on 

Memory 

 

A ‘Walk in the Park` 

 

After enduring days of never-ending rainy 

weather, grey skies, dark clouds and cold damp 

air, chest coughs and colds, the accumulation of 

clothing collecting in the laundry basket and 

frantically placing buckets in places where leaks 

had started sprouting from the walls and ceilings, 

I had had enough! I was in a foul mood! 

So, when suddenly I looked out of my window 

and saw the sun peeping through the clouds, and 

the sky gradually turning a bright golden hue, I 

could not contain myself. 

I grabbed a pair of walking shoes, and feeling 

fully energized, made my way towards the Vihara 

Maha Devi Park. 

It was glorious. I was breathing in this much 

needed fresh air. The trees and grass were 

glimmering in various shades of green, and the 

sky had turned a bright blue with fluffy white 

clouds dangling about playfully. 

And the sun? it greeted me with such warm 

embrace and offered me just the right dose of 

TLC (Tender Loving Care). I started getting very 

aware of the change happening within me. My 

depressed mood vanished as if a great weight had 

been lifted off my shoulders. I started walking 

even faster, cherishing every moment in a happy 

state of mind, surrounded by all this fresh air and 

sunlight. 

Suddenly, without a warning, within a matter of a 

few seconds, everything changed. The sky 

returned back to a dark, mean grey, and it started 

to rain ̀ Cats and Dogs!` A sick sensation engulfed 

me. I was totally drenched from head to foot! The 

wet, clammy clothes clung to my body, my shoes 

were soaked, and I was some distance away from 

home! In an instant, my happy mood had turned 

sour, and I felt like a helpless, miserable, old soul. 

After a few minutes (which felt like eternity) of 

feeling angry, frustrated and hopeless, I gave up. 

I surrendered! I just surrendered to the situation 

at hand. I just stopped fighting this losing battle. 

Instead, I slowly began to accept the inevitable, 

the reality of the physical discomfort and the 

emotional upheaval that my body was feeling, 

and began to embrace it, becoming one with 

nature, becoming part of the bigger picture, 

although still just a small fragment of the universe 

at large.  

“I just stopped 

fighting this losing 

battle” 

         RESEARCH CENTRE FOR DRAMA THERAPY 



56 
 

         RESEARCH CENTRE FOR DRAMA THERAPY 

 

A strange sensation came over my body, as I 

turned my face upwards towards the sky. The rain 

was plopping down playfully around my face, 

nose and mouth creating a beautiful feeling of 

being cleansed! My arms started dangling about 

loosely and waving about in all directions. I stuck 

out my tongue to feel the cold sensation of the 

water dribbling down my throat. The water tasted 

so sweet, clean and refreshing. My shoes were 

drenched, but I did not care. My feet started 

sloshing about playfully in the mud.  

Time had stood still. I was not this Sixty One year 

old woman anymore, in this worn out body and a 

memory that was fading fast. No! No! NO! I was 

being transported back in time, back to my 

childhood. I was remembering very clearly doing 

all these exact things and feeling all the sensorial 

stimulation and joy that it engulfed me with! 

Though my memory is not as good as it once was, 

my body, my muscle memory had never 

forgotten, even after all these years! They were 

etched carefully within this precious body of 

mine, stored with great care, just in case I wanted 

to re-live and cherish, nostalgic moments from 

my childhood. Inconsequential life events had 

buried it right down to the bottom of the pile! 

So, like a magician pulling a rabbit from a hat, 

there are many hats (tools) that we can discover 

from within ourselves. We have the power to 

transform, to make that 180 degree turn, to find 

contentment, joy and peace of mind for ourselves, 

our families, our communities and society as a 

whole. We just have to tap into the right 

resources, to create or should I say re-create those 

magical moments in our lives, to embrace and 

celebrate our uniqueness, our humanness, our 

love and our spirit!  

Dramatherapy teaches us all of the above and 

more. It engages us with real life situations. It 

teaches us to take responsibility for our well-

being and our actions based on our decisions. 

Tools used in Dramatherapy are so unlimited, 

organic and flexible. They are ‘Game Changers’. 

Like that rainy day at the park, I had indeed pulled 

out many of these tools from within myself. There 

was muscle memory, a heightened awareness of 

the senses, imagery with the beautiful sights and 

sounds of nature, sculpting, mirroring, self 

nurturing, sequential journeys and releasing of 

aggression in a non-violent way to name a few. It 

was also a beautiful way of de-roling when the 

stress had become overwhelming. 

Ah! And finally, the last but definitely not the 

least, journaling my thoughts and feelings at the 

end of that beautiful day, and sharing and 

celebrating that experience with you, about that 

special day that I took a `Walk in the Park!` 

 

 

 

 

 

 

(Note: Sameera Macan Markar was part of the 

first batch of students, who were introduced to 

Dramatherapy in 2014 by Dr. Ravindra 

Ranasinha) 
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Y%S ,xld iudc ikao¾Nfha ldka;dj uqyqK fok .eg¨ 
wduka;%Kh i|yd m%cd rx. Ñls;Aidfõ Wmfhda.S;djh 

 

yeÈkaùu  

jD;a;Sh ufkda Ñls;ailjßhla jYfhka 

fiajfha kshq;= ud YS% ,xld rx. Ñls;aik 

m¾fhaIK uOHia:dkh yd iïnkaOjQfha 

udf.a WmfoaYk úIh m:fha ksï j<¨ mq̈ ,a 

lr .ekSfï fkdks;a wdYdj ksidfjks' 

fkalúo ÿla mSvdjkaf.ka mßmSä; mqoa.,hd 

udkislj iqjm;a lrkq Wfoid rx.h yd tys 

Ndú; fuj,ï Ñls;aiduh wdldrfhka 

Ndú;d lsÍu  rx. Ñls;aidfõ§  wmQ¾j 

iy.; wdldrfhka isÿlrhs' fuu Ñls;aidj  

ú;eka jQ mqoa., udkisl;ajh ukd fia f.dv 

kxjkq Wfoido " mqoa.,hd n,.kajkq Wfoid 

o" wd;au wNsudkfhka fyì mqoa.,fhla 

iudc.; lrkq Wfoido ukd fia Wmfhda.S 

jkafka h' 

YS% ,xld rx. Ñls;aik m¾fhaIK 

uOHia:dkh yd iïnkaO ùfuka rx. 

Ñls;aidfõ úúO ÈYdk;Ska m%fhda.slj W.;a 

w;r tys§ 2021 j¾Yfha f,dal ldka;d Èkh 

uQ,sl fldg .ksñka " iudc ikao¾Nh ;=< 

ldka;dj uqqyqK fokakdjQ w¾nqo f;aud fldg 

.ksñka m%cd rx.h Ñls;aiduh wdldrfhka 

Èh;a lsÍfï jHdmD;shg iïnkaO ùfï 

w.%.KH wjia:dj ,enqKs'  

m%cd rx.h hkq@ 

iyDohd wdkkaoh ;=<ska m%{dj lrd 

f.k hkakdjQ m%ix. l,djla jQ kdgH l,dj 

;=<ska wdrïN jQ m%cd rx.h n%iS,fha 

T.iafgda fnda,a úiska wdrïN lrk ,o 

;dlaIKhls' md;% j¾.hd iy fm%alaIlhd 

w;r iSudjka w;sl%uKh l< fuu ;dlaIKh 

kdgH l,dfõ úma,jhla úh' 

m%cd rx.h ;=< kdgHfhka fjkia 

;dlaIKhla we;=<;a úh' tys§ idudkHfhka 

hï o¾Ykhla fmkajk ,o w;r tys§ tla 

o¾Ykhla foj;djla fmkajkq ,nhs' fojk 

wjia:dfõ tu o¾Ykh fmkajk úg 

fm%alaIlhdg ;u ;¾ldkaú; is;=ú,s wkqj 

rx.h kj;ajd tu rx.h ;=< mSvkhg m;a 

jQ pß;h kej;;a f.dv kexùfï" r. 

oelaùfï yelshdj fuys§ ,eî ;snqKs' Tyqg 

isf;k mßÈ pß;hka fjkia lsÍfï yelshdj 

;snQ w;r fiiq md;% j¾.hd Tjqkaf.a pß; 

;=< /È ysÈñka Tyqg .e,fmk mßÈ m%;spdr 

jeä ÈhqKq lsÍfï yelshdj mej;=Ks' 

tfukau fuys§ pß; iy fm%alaIlhd w;r 

in|;djh f.dv ke.Su i|yd 

myiqldrlfhla ys§u iqúfYaIS;ajhla úh' 

myiqldrlhd úiska ksrka;rfhka 

fm%alaIlhdf.a woyia úuiñka wjeis 

;ekaysoS rx.hg iyh fjñka wjia:dj 

f.dv kexùug iyh fokq ,eîh' fm%alaIlhd 

iy md;%j¾.hd mr;rh ì| ±óug th 

fya;=jla úh' 

m%cd rx.h ;=<ska fm%alaIld.drh n, 

.ekaùula isÿ l< w;r iEu mqoa.,fhlau 
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il%Shj fuu l%shdj,shg odhl lrjd .ekSu 

iqúfYaIS;Ajhla úh' 

fndwd,a úiska fuu l%ufõoh foaYmd,k 

;ka;%h" iudc moaO;sh ;=< fjkialï we;s 

lsÍfï l%shdud¾.hla jYfhka Ndú;d l< 

kuq;a j¾;udkfha fuu m%cd rx.h wOHdmk 

ikao¾Nh ;=<o wOHdmk fuj,ula 

jYfhkao mq̈ ,a f,i Ndú;d lsÍu ±lsh 

yels fõ' 

j¾;udkfha Y%S ,xld iudc ikao¾Nh 

;=< fmd,d mksk ,oaodjQ iudc .eg¨ 

wduka;%Kh Wfoido m%cd rx. Ñls;aidfõ 

Wmfhda.S;djh iqúYd, jk w;r fï 

ksidfjka YS% ,dxlsl ldka;dj uqyqK 

fokakdjQ w¾nqohkg wduka;%Kh Wfoid 

fuu l%ufõoh Ndú;d lrk ,§'  

YS% ,xld iudc ikao¾Nh iy ldka;dj 

ldka;dj hkq wisßu;a pß;hls' weh 

iudch ;=< iqúYd, N+ñldjla Wiq,kakSh ' 

ksjh flakaø fldgf.k ksjfia ld¾hhkays 

kshqla; jQ weh l%ñl iudc ixlS¾K;ajh;a 

iu. jev ìug wj;S¾K jQjdh' 

iajNdjfhka YÍr Yla;sh msßñhdg jvd 

wju jqjo weh jev ìu ;=< msßñhd yd lrg 

lr .efgñka ish ld¾hhkays ksr; jkakSh' 

j;auk jk l,ays lïlre jD;a;sfha isg 

úOdhl fY%aKsh olajd jD;a;Skays ldka;dj 

ksr; jkakdjQ wdldrh ±lsh yels jkafka h'  

kuq;a fï iEu jD;a;shla ;=<u mdfya 

ldka;dj ±ä mSvkhlg ,la jk wdldrh 

±lsh yels jkafka h' mqreI uQ,sl iudch 

;=< mqreI udkisl;ajfhka f.dvk.k 

,oaodjQ /lshdfõ iajNdjh " /lshdfõ 

ld,h " /lshdfõ kS;s moaO;sh wd§ ish,a, 

fiau" iEu ish¨ wjia:djkays mdfyau wehj 

,sx.slj úkaÈ; Ndjhg m;a lsÍug W;aidy 

±Íu ldka;dj wirK Ndjhg m;a 

lrkafkah' tfiau funÿ wjia:djkays§ l%shd 

l< hq;= wdldrh ms<sn| mj;sk wju 

wjfndaOh wehj ;j;a mSvdjg nÿka lsÍug 

iu;a fjhs' tfukau hym;a mrudo¾YS 

ldka;dj "ìßo " uj hkakdjQ iïu; 

uQ,dlD;sh ;=<ska ldka;dj ±ä udkisl 

mSvdjg f.dÿre jkakSh' 

tneúka fuu ±kqj;a Ndjh w;HjYHfhkau 

ldka;dj i;= úh hq;= fiau weh iún, 

.ekaùuo wksjd¾hh fõ' ta wkqj YS% ,xld 

iudc  ldka;dj w;a úÈk my; .eg¨ uQ,sl 

fldg .ksñka m%cd rx. Ñls;aidj Èh;a lrk 

,oafoah' 

1) laIqø uQ,H Kh W.=,g yiq jk 

ldka;djka 

2) j;=lrfhaa ldka;dj  

3) Widúh " fmd,sia ia:dkh "ld¾hd,h 

" fmdÿ m%jdyk fiajh" foaYmd,k 

fõÈldj jeks ia:dkhkaf.a ia;S% 

Ndjh  ksid ldka;dj úkaÈ;hd njg 

m;aùu  

 1' laIqø uQ,H Kh W.=,g yiq jk 

ldka;djka 

m%udKj;a wemlr fkdue;slu ksid úêu;a 

l%ufõohka hgf;a Kh ,nd .ekSug 

yelshdjla fkdue;s wvq wdodhï ,dNSkag 

“ldka;dj hkq wisßu;a 
pß;hls” 
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uQ,H fiajd iemhSfï wruqKskaaaa f.dvke.S 

we;s laIqø uQ,H lafIa;%h È<s÷ ck;dj 

lDIsl¾udka;h" iq̈  jHdmdr" wdÈh 

m%j¾Okh fldg Tjqkaf.a wdodhï m%j¾Okh 

Wfoid f.dvke.=kls' 

kuq;a j¾;udkh jk úg lsisÿ 

kS;Hdkql+, mokula fkdue;s wdh;k úiska 

È<sÿ ckhd uq,djg ,la lrñka b;d by< 

fmd,S wkqmd;hlg Kh ,nd fok w;r fuh 

j¾;udkh jk úg  YS% ,xld iudc 

ikao¾Nh ;=< fÄojdplhla ù we;af;a h' 

tfukau fuu Kh fÄojdplhg ±ä fia 

f.dÿre jkafka ldka;d mlaIh jk w;r " 

;sfofkl= fyda mia fofkl=f.ka iukaú; 

lKavdhï ilid Kh uqo,a ,nd §u isÿjk 

w;r tlsfkld tlsfkldg wemùu muKla 

m%udKj;a jk w;r fjk;a ,shlshú,s j, 

wjYH;djhla fkdue;s ùu ldka;djka fuys 

m%;s,dNhla jYfhka olshs' kuq;a wêl fmd,S 

wkqmd;slh ksid uqo,a f.ùug fkdyels jk 

ldka;dj fuu ;;ajfha È.=jla jYfhka uqo,a 

tla lsÍug meñfKkakd jQ ksfhdacs;khka 

yryd jdÑl ysxikhkag" wudkqIsl 

yeisÍug " ,sx.sl w,a,ig" f.dÿre ùu 

±lsh yels fjhs'fï ksidfjkau ldka;djka 

ish Èú kid .ekSfï m%jK;djho by< 

f.dia we;af;ah' 

fmdf<dkakrej m%foaYfha fuu ;;ajh 

W.% ù we;s w;r fndfyda ldka;djka 

udkislj ú;eka ù we;s w;r ldka;djka 

ishhlg wêl msßila ish Èú kidf.k 

we;af;ah' fndfyda ldka;djka Kh f.jd 

.ekSug fkdyels ksid fjk;a Khla ,nd 

f.k tu Kh uqo, mshjkakg hEfuka 

lnf,ka ,smg jeà we;' tfukau fuu 

;;ajhka yuqfõ we;sjk úúO wdrjq,a 

ksidfjka fmd,sishg hkakdjQ ldka;djka 

w;snyq;rhla jQ ldka;djka iu: uKv,fha 

k;rj we;af;ah' 

fufia ú;eka jQ ldka;dj udkislj 

iún, .ekùu w;HjYH jQ w;r 

wjia:dfkdaÑ;j lghq;= lsÍug;a iqÿiq úg 

iqÿiq mßÈ lghq;= lsÍug;a wjYH ±kqj;a 

Ndjh Tjqkag wjYH úh' 

fuysoS wmg yuq jQfha úúO w;a±lSï 

we;s" úúO mjq,a mßirhkaf.ka tk úúO 

bf.kqï yd jD;a;Sh mßirhkaf.ka hq;= 

kuq;a tlu w;a±lSu we;s msßils' tksid 

rx. Ñls;ail m¾fhaIK lKavdhu úiska 

m%cd rx.h Tiafia Tjqkaaf.a w;a±lSu fõÈld 

.; lrk ,o w;r Tjqka ,o w;a±lSu ;Sj% 

lrkq Wfoid fjia uqyqKo rx. Ñls;ail 

fuj,ula jYfhka Ndú;d lrk ,§' 

fuys§ fõÈldj u; Èh;ajQ rx.h 

ldka;djkaf.a yv wjÈ lrkakg iu;a jQ 

w;r wdrïNfha mgka uqKsj; /ls 
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ldka;djka Woafõ.lr wkaoñka ;u 

w;aoelSu Ñls;ail lKavdhu yd fnod 

.kakg úh'  ^weñKqu 01& 

2' j;=lrfhaa ldka;dj 

YS% ,xld wd¾Ólh fjkqfjka wmkhk 

lDIs l¾udka;hg wh;a f;a fNda.h ie,lsh 

hq;= odhl;ajhla olajk ,o w;r j;=lr 

øúv ldka;dj fï i|yd fhdojkafka 

iqúYd, mßY%uhls' fï wkqj ish mjqf,a 

wd¾Ól Wkak;sh Wfoid Y%u n,ldhg 

wka;¾.%yKh ù isákakdjQ ldka;dj 

wfkalúo udkisl mSvkhkag f.dÿre 

jkakSh' fínÿ ieñhkaf.a wv;af;aÜgï" 

±ä oßø;djh u;= fkdj j;= md,lhkaf.a 

,sx.sl ysxikhkg f.dÿre ùu wehf.a 

udkisl mSvkh oaú.=K lrhs' 

fuh j¾;udkh jk úgo ±ä iudc 

fÄojdplhla njg m;aj we;ss w;r 

ldka;djl jYfhka ish udkissl mSvkhkg 

tfrysj ke.S isàug;a tnÿ wjia:djl ish 

ifydaor ldka;djl fjkqfjka iyfhda.hg 

fmkS isàug;a j;=lr ldka;dj udkislj 

iún, .ekaùfï m%n, wjYH;djh 

fjkqfjka kqjr j;= ldka;djka /ila 

fjkqfjka m%cd rx. Ñls;aidj Èh;a lsÍu isÿ 

úh' tys§ .eìKs øúv ldka;djlf.a pß;h 

fõÈld .; flreK w;r weh j;= md,lhd 

úiska ,sx.slj ysxikhg ,la lrkq Wfoid 

ork jEhu ksrEmkh lrk ,§' 

ksrEmkh wjidkfhaa fndfyda ldka;djka 

úlaIsma; jQ w;r iNdj fnfyúka ksyv jQfha 

fuh ;ukaf.a ienE w;a±lSu ksidfjks' 

wjidkfha Ñls;aiduh rx.kh Èh;a jQ w;r 

fuys§ bÈßm;a jQ myiqldrl jrhd úiska 

fm%alaIlhd iy Ñls;ailjre w;r we;s 

ÿria:;dj LKavkh fldg ±ïfï Tjqf.a 

ienE w;a±lSu ;=< ;ud w;am;a lr .;a 

;;ajhka m%ldYlrñka Ndj úfYdaokhg 

ud¾.h újr lr foñks' ^weñKqu 02& 

3' Widúh " fmd,sia ia:dkh "ld¾hd,h " 

fmdÿ m%jdyk fiajh" foaYmd,k fõÈldj 

jeks ia:dkhkaf.a ia;S% Ndjh  ksid ldka;dj 

úkaÈ;hd njg m;aùu  

iEu fmdÿ ia:dkhl§u fukau fiajd 

ia:dkhl§u mdfya ldka;dj ia;%S Ndjh 

ksidfjka úkaÈ; Ndjhg m;a jkakSh' ;k;=r 

l=ula jqjo ldka;jl ksidfjka msßñhd yels 

iEu wjia:djl§u weh ,sx.sl ysxikhg 

hg;a lrkakg W;aidy orhs' úfgl weh 

thg tfrys jQjo w;s nyq;r wjia:djkaysoS 

thska mß mSä; Ndjhg ,la jkakSh' iEu 

ldka;djlu mdfya cSú;fha l=uk fyda 

wjia:djl§ lsishï fyda mqreIfhl= úiskaa 

,sx.sl ysxikhg k;= lr .kakg W;aidy 

ord we;ehs hkak w;sfYdala;shla fkdfõ' 

jpkfhka " iam¾Yfhka wju jYfhka 

ne,aulska fyda ldka;dj udkisl mSvdjg 

YdÍßl mSvdjg m;a jkakg isÿ ù we;af;ah' 

ta wkqj tu w;a±lSï mdol fldg 

.ksñka Widúh" foaYmd,kh" ld¾hd,h wd§ 

ia:dkhkays§ ldka;dj w;aúÈkakdjQ mSvdjka 

flfrys wjodkh fhduq lrñka m%cd rx.h 

Èh;a lrk ,o w;r wjidkfha iudk 

w;a±lSï iys; ldka;djka ish w;a±lSu 

ixfõ§ wkaoñka msßi yd fnod .kakg  

Wkkaÿ ùu fuys§o olakg ,enqks' ldka;djl 

ùu ksid we;s jkakdjQ ,sx.sl ysxidldÍ 

;;ajhka wNsuqL Tjqka úfgl wdfõ.YS,S 
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wkaoug l;d lsÍuo isÿ jQ w;r wjidkfha 

Tjqka f.a idlÉPdjg wkqj kej; j;djla 

rx.h fõÈld .; lsÍu issÿlrk ,§' 

^weñKqu 03& 

ks.ukh 

fuys§ wmg yuq jQfha úúO iudc moaO;Ska 

j, úúO wOHdmk uÜgï iys;" kuq;a iudk 

w;a±lSï we;s ldka;djka iuqodhls' tys§ 

iEu wjia:djl§u Tjqka ,o iu w;a±lSu 

iudc .eg¨jla ù we;s w;r th .fõIKh 

fldg th fõÈld.; lsÍu fuys§ isÿ úh' 

m%cd rx.Ñls;aidfõ§ jQ fuu mqkrdj¾;k 

ls%hdj,sh ksidfjka wú{A{dksl ukfia 

wjfrdaokhg ,laj we;a;d jQ ldkaid ckl 

w;a±lSï fõÈld .; lsÍu ;=<ska 

iú{A{dkhg meñKSu isÿúh' tfukau tu 

w;aoelSï idlÉPdjg nÿka lsÍuo" iudk 

w;aoelSï iys; jQjka yd woyia u.ska 

.efgkakg wjia:dj ,eîuo fuysoS isÿ úh' 

ta ;=<ska mqoa., Ndjhka úfYdaokh ùu 

fuys§ isÿ jQ w;r fõÈld .; jk we;eï 

w;a±lSï yuqfõ ldka;djka fndfyda ixfõ§ 

jQfha th ish w;a±lSug iumd; jQ ksidfjks' 

tu;= fkdj t;ekska fkdkej;S tu w¾nqoh 

flfrys wj;S¾K úh hq;= wdldrh ms<sn| 

we;s lrk ,o idlÉPdj yryd Tjqka ;=< 

wNHka;r l;sldj;la f.dv kexùug 

iu;aúh' tfukau Tjqkaf.a idlÉPdj yuqfõ 

tu kej; tu rx.h ixialrKh fldg Èh;a 

lsÍu ;=<ska Tjqkago tys N+ñldjla fynùug 

,o wjia:dj kej; kej;;a Tjqkaj 

udkislj iún, .kajkakg iu;a úh' 

udkisl ì| jeàug ,la jQ fndfyda fokdg 

fuh Wmldrhla jkafka ta ksidfjks' fï 

;=<ska ish ye.Sï fidhd .kakg úkaÈ;hdg 

yelshdj ,efnk w;r ;udj fidhd .ksñka 

fjkila w;aúÈkakg Tjqkag yelshdg 

,enqKs' 

tu;= fkdj iyNd.Sjkakdf.a Ñka;kfha 

iy p¾hdfõ fjkila fuys§ wfmalaId 

flf¾' fuu iudc .eg¨j ;=<ska úkaÈ;hdg 

we;s jk Ñ;a;fõ. iuqodh fï yryd 

iudchg iïfm%aIKh jk w;r ta ;=<ska 

iudk .eg¨ foi fjkia fldaKhlska 

ksÍlaIKh lr ls%hd;aul ùug yelsùu 

;=<ska iudc fjkila we;s lsÍu issÿùu fuys 

;j;a tla idOkSh md¾Yjhla fõ'  

tfukau m%cd rx.h ;=<ska iajhx cSjk 

isoaëka kdgHuh jHqyh ;=< ieliSu;a ta 

;=<ska olsk iajhx m%;srEmh ;ukaj 

wNsfm%arKh lrñka wfkldjo wNsfm%aKh 

lsÍu isÿùu fuys§ isÿùu b;du;a jeo.;a 

jkafkah' tfukau fuys§ wjidkfha we;s 

jkakdjQ idlÉPdfõ§ úl,am úiÿï yd 

wjidkfha fhdAckd lsÍï ;=<ska mqoa.,hdg 

kj udkhla olakg ,eîuo w;sYh jeo.;a 

idOlhla jYfhka yqjd ±laúh hq;= w;ru 

fï ksidfjka ldka;dj iudc ikao¾Nh ;=< 

uqyqK fokakdjQ .eg¨ wduka;%Kh wrnhd 

m%cd rx.h Ñls;aiduh wdldrfhka Ndú;hg 

.; yels nj fuhska úoHdudk fõ' 

 

 

“iyNd.Sjkakdf.a 
Ñka;kfha iy p¾hdfõ 
fjkila” 
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wfhaId i|.sß 
jD;a;Sh ufkda WmfoaYl 
;dlaIK wdh;kh ^fudrgqj úYaj 
úoHd,h& 
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wdYs%; .%ka: 

➢ ms%ho¾Yk"jika;' ^2011&" —

f*%dhsähdkq ufkda úYAf,aIKjdofhka 

mefkk ks¾jdK uQ,o¾u yd fn!oaO 

wßh úf¾pkh˜ "úfoHdaoh O¾u 

Ydia;S%h ix.%yh 

➢ rKisxy" rùkaø'^2015&" ufkda 

WmfoaYk miqìfuys rx. 

Ñls;aidj"fudrgqj(m%uqÈ; .%e*slaaia 
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ufkdaúoHd WmfoaYk ieishla ;=< .eg¨ y`ÿkd .kSu yd 
úiÿï i`oyd ueÈy;a ùu  fjkqfjka je,s;eáh iy 
o¾Yk ;, (Sand tray and Spectrogram) Ys,am l%uh 
Ndúhg .ekSu 

 
fiajd,dNshdf.a .eg¨jg fya;= idOl 

.fõYKh lsÍu yd .eg¨ ksrdlrKh lsÍu 

i`oyd jk WmfoaYljrhdf.a  ueÈy;a ùu 

WmfoaYk ieishl we;s  jeo.;au mshjrhka 

fõ' ;jo .eg¨j wrNhd fiajd,dNshdg 

fkdfmfkk úúO úi`ÿï ±lSfï yelshdj 

WmfoaYl jrhd i;=j ;ssìh hq;=u 

l=i,;djhls' .eg¨jg fya;= .fõYKh yd  

úi`ÿï fmkajd §u i`oyd Ndú;d l< yels 

ks¾udKd;aul l%ufõohla y`ÿkajd §u fuu 

,smsfha wruqKhs' ks¾udKd;aul 

ufkdaÑls;aidj (Creative psychotherapy) 

;=, nyq,j Ndú;d lrKq ,nk fuh 

je,s;eá yd o¾Yk;, f,i ye`Èkafõ 

^Sandtray and spectrograms). .eg¨jg 

m%fõI ùu" fya;= idOl .fõIKh yd 

.eg¨j ;lafiarelrKh fukau úi`ÿï 

i`oyd ueÈy;aúu hk uQ,sl WmfoaYk 

mshjrhka i`oyd o fuu l%ufõoh id¾:lj 

ydú;d l< yels w;r fuu ,smsh ;=< uQ,sl 

wjOdkh fhduq jkafka .eg¨j i`oyd uq,a jQ 

fya;= idOl  .fõIKh lsßu yd úi`ÿï 

fiúfï ueÈy;aùï i`oyd je,s;eá 

l%ufõoh Ndú;hg .;yels wdldrh 

ms<sn`ojhs' 

fuu ,smsh uQ,sl mshjr follska 

iukaú; fõ' m<uq wxlh hgf;a jk 

ft;syfisl miqìu ;=,ska je,s;eáh yd ne`È 

b;sydih fukau ufkdaúoHd;aul miqìu 

ms<sn`oj jk úYhdkqnoaO f;dr;=re;a" 

fojk wxlh hgf;a jk l%ufõoh yd 

l%shdj,sh mshjr ;=<ska je,s ;eáh ilid 

.ekSu yd Ndú;hg .ekSu ms<sn`oj fukau 

je,s ;eáh Ndú;hg .ekSfï§ wjOdkh 

fhduq l<hq;= lreKq yd l=i,;d j¾Okh 

fjkqfjka jk fhdackd ms<sn`oj;a lreKq 

bÈßm;a fõ'  

1' ft;sydisl miqìu yd úYhdkqnoaO úuiqu 

20 jk Y; j¾Ifha ueo Nd.fha isg 

hqfrdamfha ufkdaúµd WmfoaYkh ;=< m%n, 

fuj,ula f,i ixfla;d;aul o¾Yk ;, 

f.dv ke.Su iy je,s ;eá Ndú;h werôKs' 

Ñls;ail i;= ld¾hh jkafka ixfla;d;aulj 

uefjk foa foi zzfuhska l=ula èjks; 

fõ±hsZZ hk úuis,su;a núka n,d isáñhs' 

fuys § ufkdaÑls;ail jrhd fm%aCIl 

N+ñldjla isÿ lrhs (Webber, Mascari, 2008). 

ì%;dkH <ud ufkdaffjµ 

úfYaI{jßhlj isá ud.rÜ f,dajkaf*,aâ 

(Margaret Lowenfeld) je,s;eáh yd je,s 

l%Svdj (Sandplay) hk ixl,am ufkdaúµd 

WmfoaYk miqìu ;=< úêu;aj j¾Okh 

lrk ,È' wE fh¥ mshjr kï <uhskaf.a 

fi,a,ï ldurfhys je,s mqrjk ,o ;eáhla 

;eîu" miqj c,h iy úúO j¾.fha l=vd 

rEm tla lsÍu" ñksia rEm" i;a;aj rEm" 
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fld< j¾." f.dvke.s,s" hkd § fkdfhla 

rEmj,ska fi,a,ï ldurfha rdlal msrùu 

hkdÈhhs' “Wonder Box” kï jq fuu je,s 

iy rEm iys; ueÿr ;=, ;uka fj;g 

meñfKk <ud fiajd,dNshdg ksoyfia ßis 

mßÈ ks¾udK lsÍug bv ie<iSu muKla 

uq,skau isÿ lrk ,§' zz<ud f,dalhZZ f.dv 

k.kakd iy th n,d isák ksßCIlhd w;r 

ikaksfõok l%shdj,shla i`oyd uq, msÍug 

iqÿiq udOHhla f,i f,dajkaf*,aâ fuu 

l%ufõoh ÿgqjdh' <uhdf.a we;=,dka; ufkda 

uQ,sl ldrKd ms<sn`oj mq¿,a wka;¾{dkhla 

,nd .ekSug je,s;eá l%ufõoh wk.s 

fuj,ula f,i weh ie<l=jdh (Lowenfeld,  

2005).  

      Dora Kalff kue;s iqm%isoaO ufkda 

úYaf,aIKjd§ ufkda Ñls;ailjßh 

je,s;eáh iy je,s l%Svdj <uhskaf.a 

lïmkhka yd <ud .eg¨ i`oyd muKla 

fkdj" jeäysáhkaf.a udkisl jHdëka i`oyd 

o m%n, m%;sldrd;aul fufyhla bgq lrk 

nj y÷kd ,È (Dean, 2001). je,s l%Svd 

Ñls;aidfõ§ <ud fiajd,dNshd fj; Ñls;ail 

yels;dla ueÈy;a fkdù isàu jeo.;a nj 

wjOdrKh fõ' je,s ;eá l%ufõoh ;=, 

ufkdaÑls;ailf.a ld¾hNdrh wrNhd fvdard 

l,a*a woyi jkafka hula lsÍug jvd 

ÿIalru jq ld¾hh jkafka lsisjla fkdlr 

isàuh hkakhs (Ellis, 1996). 

 

je,s ;eáh yd o¾YK ;, ks¾udKh wjdÑl 

iy ixfla;d;aul (Non-verbal and 

symbolic) l%ufõohla fjhs (Kalff, 2013). 

lksxyï mjikafka je,s ;eáfha o¾Yk ;, 

m%;sks¾udKh lrk l%shdj,sh u.ska 

fiajd,dNshdf.a iú{dksl uki yd 

wú{dkh w;r wkql+,;djhla yd hï 

tluq;= njla we;sjk nj yd fï u.ska Bf.da 

ixialdrh ;=< h,s ieleiaula ùu yd 

Yla;su;a ùula isÿjk njhs ^Cunningham, 

1997&' 

uQ,sl mshjr folla Tiafia fiajd,dNshd 

je,s;eáh iy ufkda Ñls;ailajrhd fyda 

WmfoaYl jrhd iu`. in`o;d mj;ajhs' 

m<uqj je,s rEmh (Sand Picture) iy 

fojkqj l;dj fnod .ekSu (Sharing Story ) 

kï fõ (Homeyer,  2017). fiajd,dNshd ;u 

woyia m%ldY lsÍug ish leue;a; yd 

udkisl iQodku fj; <`.d jk;=re 

WmfoaYljrhd bjiSfuka hq;=j ;u ksÍCIK 

l%shdj,sh isÿl< hq;=h' fiajd,dNshd 

je,s;eáfhys f.dvk.k o¾Ykh ms<sn`oj 

ixjD; m%Yak ^Close Question) 

fukau ;rula úia;rd;aul 

woyia ,nd.ekSug újD; m%Yak ^Open 

Question& weiSu o isÿlrkq ,nhs ^Turner, 

2005). fvdrd l,a*ag wkqj we;eï wjia:dj, 

f.dv k.k ,o o¾Yk weiqßka tÈß ixjdo 

^Confrontation& f.dvk.ñka wfya;=l 

is;=ú,sj,g wNsfhda. lsÍu isÿ lsÍug o 

je,s;eáfha ks¾udKh wmQre fuj,ula f,i 
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Ndú;d fõ (Kalff, 2003). ixfla; u.ska 

ksrEms; foa wkdjrKh jq miqj zzfï rEmh  

fu;ekska ;sífnd;a@ZZ hkdÈ f,i 

o¾Yk ;,h hï fjkilg ,la lrñka 

ixjdo f.dvke.Sug;a" 

fiajd,dNshdf.a .eg¨fõ ksOka.; lreKq 

l%ufhka wkdjrKh lr.ekSug;a 

Ñls;ailg ueÈy;a úh yel ^ Siegelman,1990&' 

 

Ñ,Sys iekaáf.da úYajúohd,fha 

^University De Chlie Santigo& ufkda 

úoHdwOHhk wxYh ;=, lïmkhg m;a 

<uqka i`oyd je,s;eá Ñls;aidj isÿ lsßfï 

m¾fhaIK wkdjrKhg wkqj <uqka iu`. 

je,s;eá yd o¾Yk ;, Ndú;d lr we;af;a 

wjia:d ;=kl§ h' ta Tjqkaf.a p¾hd;aul yd 

Ñ;a;fõ.sl iajNdjhka ksÍCIKh lsÍu 

msKsih' m%:u wjia:dfõ § je,s l%Svdj ;=, 

kshe¨Kq <uqka je,s ;,ä  lsÍu" f.dv .eiSu" 

je,s hg rEm ie`.ùu" je,s weúiaiSu jeks 

ksoyia p,k ;=< kshe¨Kq w;r" ;rul 

wixúOdkd;aul fukau le<ô, iy.; 

Ñ;a;fõ. iys; in`o;djla je,s;eáh iu. 

mj;ajd .kakd ,È' fï wkqj <uqkaf.a 

Ñ;a;fõ. uqod yeÍfï fukau ;u 

lïmkhka 

m%ldYhg m;a 

lsÍfï m%n, 

wdïmkakhla 

f,i je,s;eá 

Ñls;aidj y`ÿkajd 

Èhyels nj;a 

udkisl 

YsÓ,lrKh;a 

;u wjYH;d 

ikaksfõokh lsÍu;a" ;u iqmqreÿ 

Èúmeje;au iu`. h,s noaO ùug yelsùu;a" 

iqNjd§ wkd.;hla wfmaCId we;slr 

.ekSu;a hk idOkSh ;;ajhka je,s;eá 

l%Svdj u.ska Wodlr .ekSug yelshdj we;s 

njg ks.ukh lr we; (Tornero, & Capella, 

2017). 

mYapd;a la,u:ldÍ ;;a;ajhg f.dÿre jq 

ujla fjkqfjka je,s;eáh Ndú;d lsÍfï Y%S 

,dxlSh w;a±lSu ms<sn`oj rùkaø rKisxy 

f;dr;=re wkdjrKh lrhs ^rKisxy" 2013&' 

2004 iqkdñ Wjÿßka ;u orejka fofokd ;u 

oEia bÈßfha uqyqog ì,sùfï fÄojdplh 

fya;=fjka lïmkhg m;a ujf.a wNHka;r 

Ñ;a;fõ.hka je,s;eá Ñls;aid l%shdj,sh 

yryd u;= jq wdldrh;a" ta Tiafia udkisl 

m%;sl¾uh isÿ jq wdldrh;a úia;r fõ' fuu 

wOHhkfha § je,s ;eáh iy ixfla;d;aul 

rEm yryd iajlSh wNHka;r lïmkh 

m%ldY lsÍu u.ska Ñ;a; mSvdj uqod yeÍug 

yels jQ wdldrh;a" ;uka wfya;=lj isrù 

isák jroldÍ is;=ú,sj,ska ñ§ h:d¾:h 

olskakg wehg u. újr jq wdldrh;a  

meyeÈ,s lrhs ^tu &' 

yeisßfï wl%ñl;d iys; ^Conduct 

disorder& fh!jkhskaf.a .eg¨ wju lsÍu 

fjkqfjka Y%S ,xldj ;=,  fuu m¾fhaIsldj 

úiska isÿ lrk ,o ld¾hh uQ,sl 

m¾fhaIKfha tla ufkdaÑls;aik  l%u 

fõohla f,i je,s ;eá yd o¾Yk ;, 

Ndú;d úh' fuys§ m<uq ieis ;=kla fjka 

lrka ,oafoa mßlaIs;hskaf.a Ñ;a;fõ.sl 

.eg¨ i`oyd fya;= jQ idOl .fõIKh  

fukau Ndj úfYdaOkh i`oydh' i;=g " ÿl 

yd ne`È w;S; cSjk w;a±lSï je,s ;eáfha 
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ks¾udkh lsÍug fhduq lsÍu uQ,sl mshjr 

;=, isÿ úh' ;ud wjg iajNdúl mßirh 

ksÍlaIKh lrñka ixfla;d;aulj o¾Yk 

;, f.dv ke.sug wjYH øjH rEm fidahd 

.eksug  mÍlaIs;hka fhduq lrk ,È' 

mßirfha we;s ´kEu wuq øjHhlg 

ixfla;d;aul w¾;hla ,nd § tAjd ;u 

cSú;h iu`. noaO lrñka o¾Yk ;, 

ks¾udkh lsßug fhduqlrk ,È' miq ieis 

j,§ kj csjk wfmalaId we;s lsßu fjkqfjka 

je,s ;eá l%ufõoh Ndú;d lrk ,o w;r 

iajydúl mßirfha jia;=ka weiqfrka 

ixfla;d;aul f,djla ;=, ;u wkd.; 

isyskh je,s ;eáh u; f.dv ke`.sug 

mßlaIs;hka fhduq úh' fï Tiafia wjYH 

bÈß m%;sldrd;aul ueÈy;a úï ie<iqï  

lsßug m¾fhaIsldjg myiq úh 

^tAlkdhl"2020&' 

by; idlÉPd lr we;s foia úfoia 

m¾fhaIK lSmh úuisug ,lalsßu u`.ska 

.eg¨ i`oyd fya;= .fõYKh lsÍug fukau 

úi`ÿï i`oyd ueÈy;a úu isÿ lsßu 

fjkqfjka o jk WmfoaYk l=i,;d j¾Okh 

lsßu i`oyd je,s ;eá l%ufõoh Ndú;d l< 

yels wdldrh ms<sn`oj hï wjfndaOhla yd 

jegySula ,efnkakg we;' fuys we;s Ys,amSh 

l%uh yd Ndú;hg .;yels wdldrhka 

ms<sn`oj my; i`oyka ud;Dldj ;=, ;j 

ÿrg;a idlÉPd fõ'   

 

 

  

2. je,s;eá yd o¾Yk ;, l%uYs,amh 

yd l%%shdj,sh  

 

je,s ;eáh ks¾udkh lsÍu i`oyd wä folla 

m<, iy wä folydudrla È. ieye,ä  ,S 

j¾.hla fhdod .kakd w;r tys .eUqr w`.,a 

myla muK úu m%udKj;a fõ' fuu ;eáh 

;=< w`.,a ;=kyudrla muK jk f,ig 

msßisÿ je,s we;sßu isÿ lrhs' WmfoaYk 

l=áh ;=, l=vd m%udKfha úúO rEm yd øjH 

j,ska  msr jQ rdlalhla ;sìu iudkH l%uh 

fõ' ñksia rEm " i;aj rEm" úúO mdßirsl 

wdlD;ska" ksjdi yd f.dvke.s,s wdlD;ska " 

j¾K frÈ len,s" wdNrK j¾." hdkjdyk 

wdlD;ska hkdÈ tlS fulS úúOdldr øjH 

j,ska fuu rdlalh msÍ ;sîu jvd;a 

m%;sM,odhl fõ' fï jQ l,S fijd,dNshdf.a 

ixfla;d;aul f,dalhhs .  fuu øjH yd  

wuqøjH weiqfrka je,s ;eáh u; 

fiajd,dNshdf.a cSjk w;a±lSï yd ne`È hï 

l;djla f.dv ke.Su  o¾Yk ;,hla f,i 

yeÈkafõ' we;eï wjia;dj, § je,s ;eáhla 

fkdue;sj jqj o fulS úúO wuqøjH weiqfrka 

ìu u; fyda fïih u; jqj o o¾Yk;, 

f.dvke.Su isÿ l, yel'  je,s ;eáfha 

m%udKh yd Ndú;dj ms<sn`oj iaÒr kS;s 

kshuhka ke;s w;r fiajd,dNshdf.a 

.eg¨fõ iajNdjh" WmfoaYl jrhdf.a 

ks¾udKd;aul l=i,;djh fukau Tyq i;= 

iïm;a m%udKh u; o je,s;eá yd o¾Yk 

;, úúO iajrEm .kshs'  

 

“ixfla;d;aul rEm 
yryd iajlSh wNHka;r 
lïmkh m%ldY lsÍu” 
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fiajd,Nshdf.a ye`.Sï" is;=ú,s fyda 

lïmkldÍ w;a±lSï jpk j,g fmr,d 

bÈßm;a lsÍug fkdyels wjia;djkays§;a" 

wkd.;h ms<sn`oj ;SrK .ekSug fkdyels 

fyda wksh; ìh ixld ;=, isr ù isák 

wjia;d fyda fjk;a w¾nqOldÍ .eg¨jl § 

fyda je,s;eáh u; .eg¨jg wod<  o¾Yk 

f.dv ke.Su i`oyd fiajd,dNshdg wjia;dj 

i<idÈh yel' fndfyda rgj, ùäfhda 

má.; lsÍfï l%ufõoh Ndú;d lr 

fiajd,dNshd je,s;eáh ;=< isÿlrk iuia; 

p¾hdjka ishqï ksÍCIKhg yiqlr .kS' .; 

jQ ld,h" f;dard.kakd ,o rEm j¾." uqyqfKa 

bßhõ" wx. p,k" u.yßk ,o rEm" 

f.dvk.k ,o o¾Ykh" tlS rEm fyda 

wuqøjH ia:dk .; lr we;s wdldrh hkd§ 

fiajd,dNshdf.a iEu p,khlau 

ufkdaÑls;ailf.a fyda WmfoaYljrhdf.a 

±ä ksÍCIKhg yd úu¾Ykhg .%yKh 

lr.kS' ukaoh;a fï iEu wjia:djla iu`.u 

wú{dksl fya;= ldrKd ne`§ mej;Su h 

^Vinturella, James, 1987). 

 

je,s;eá yd o¾yk ;, l%ufõoh 

Ndú;fha§ WmfoaYljrhdf.a ueÈy;aùu  

isÿ l<yels wdldr lSmhla   my; i`oyka 

wkqwxl hgf;a idlÉcd fõ' m<uq wxlfha 

ksoiqka hgf;a .eg¨jg fya;= .fõIKh yd 

úiÿï i`oyd ueÈy;a ùu hk mshjr folu 

tla wjia;djla  hgf;a bÈßm;a jqj o 

WmfoaYljrhd fïjd Ndú;d l< hq;af;a  

fiajd,dNshdf.a yelshdj iy .eg¨fõ 

iajNdjh u; wjia;d foll § nj 

wjOdrKh lrñ' ;jo m<uq wxlh i`oyd 

mukla ksoiqka imhd we;s w;r fiiq wjia:d 

WmfoaYljrekaf.a iajhx wjfndaOh ;=,ska 

jgyd .; hq;=j we;'   

 

i&' uki ;=, ksrdhdifhkau uefjk Ñ;a; 

rEmh je,s;eáh u; f.dvke`.Sug 

fiajd,dNshdj fhduq lsÍu yd fhdackd lsÍu  

.eg¨j i`oyd fya;= fiùu yd úi`ÿï i`oyd 

ueÈy;a úu isÿ lsÍfï § ks;r isf;a uefjk 

;u ufkdais;a;u l=vd rEm yd úúO wuqøjH 

weiqfrka  ixfla;d;aulj je,s ;eáfha f.dv 

ke.Sug WmfoaYljrhd úiska  fiajd 

,dNshdg fhdackd lsßu fï hgf;a isÿl, 

yel' 

ksoiqka g mdi,ahdu m%;slafIam lrk 

YsIHdg mdi, u;la jk úg isf;a uefjk 

rEm ud,dj je,s;eáfha f.dv ke.Sug  

fhdackd lsÍu" ksji u`.yer ñ;=rele< 

iu`. iji .; lsßug yqre ú we;s 

fiajd,dNshdg ksji isyshg kef.k  úg 

uefjk rEm ud,dj je,s;eáfha ueùug 

fhdackd lsÍu jeks hula u;la jk úg 

ukfia ks;r wef`ok Ñ;%h f.dv ke.sug 

rel=,a oSu ;=,ska .eg¨jg fya;= .fõIKh 

lsßug WmfoaYl jrhdg wjia;dj i<id.; 

yel' ;j o fuys§ je,s ;eáfha f.dv k.k 

,o rEm tyd fuyd lrñka wfya;=l is;=ú,s 

j,g wNsfhda. lsÍug;a" tÈß ixjdo f.dv 

ke.Sug;a wjia;dj i<id .ekSu  

WmfoaYljrhdg yelshdj we;' fï rEmh 

fu;kska ;sífnd;a fudlo fjkafk @" fu;k 

fï rEm fol w;r lgq w;a;la roj,d 

;sfhkafk '''@ hkd oS f,i .eg¨j i`oyd 

fya;= fiúfï wruqK ;=, újD; fyda ixjD; 

m%Yak iqÿiq mßÈ weish yelsh' fiajd,dNshd 

l; d lsÍug iqodkï nj yef`.k úg 
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ixjdohla i`oyd uq,msÍu fuys,d jvd;a 

WÑ;jk w;r m%Yak weiSug WmfoaYl 

jrhdg hqyqiq̀M fkdjk f,i  fuys§ 

wjOdrKh l< hq;=h' 

                   

.eg¨jg úi`ÿï fiùug  ueÈy;a úfï§ o 

by; i`oyka iDKd;aul Ñ;a; rEmh 

Okd;aul wdlD;shla ;=< f.dv ke.sug 

fiajd ,dNshdg Wmldr lsÍu i`oyd je,s;eá 

o¾Yk ;,h fhdod .ekSug WmfoaYl 

jrhdg  yelshdj we;' by; i`oyka lr 

we;s m<uq Wodyrkh úuid n,uq' mdi,a 

hdu m%;slafIam lrk YsIHdf.a je,s ;eá 

o¾Yk ;,h ksÍlaIKh lr yd Tyq iu`. 

f.dv k`.k ,o ixjdo weiqfrka jeä ysá 

YsIHhskaf.a úkaÈ;fhla njg m;a ùu mdi, 

u`. yeßug tla fya;=jla nj 

WmfoaYljrhd úiska y`ÿkd .kakd ,±hs 

is;uq ^we;eï fiajd,dNSka iu`. fya;= idOl 

.fõYKh lsÍug je,s ;eá ks¾udk lSmhla 

ieis lSmhla ;=, isÿ l< hq;=j we;s njg 

fuys§ wjOdrkh lrñ&' úiÿï i`oyd 

ueÈy;a úfï È ;udg úYajdi l< yels jeä 

ysáhl= ".=rejrhl= "ñ;%hl= ms<sn`oj woyia 

úuiñka ;ukaf.a Wmldrhg ;j;a wh isák 

njg úYajdih we;slsÍu i`oyd rEm" 

wuqøjh ixfla;d;aulj fhdod ta weiqfrka 

je,s ;eáh u; ;u wdrlaIdldÍ mjqr 

;ekSug fiajdNshdg  u`. fmkaúï lsßug 

WmfoaYljrhdg yelshdj we;' fufia 

ixfla;d;aulj Okd;aul mßirhla 

je,s;eáh u; f.dv ke.Su u`.ska uki ;=, 

o tu iqNjd§ Ñ;a;rEmh f.dv ke.Sug 

rel=,la jkakd fiau ta ;=,ska ifya;=l 

is;=ú,s rgdjla we;s lr .eksugo fiajd 

,dNshdg wjia:dj ysñ fõ'  

fï wdldrhg  ukfia uefjk Ñ;a; rEmhg 

m%uqL;djh foñka .eg¨j .fõIKh lr 

;lafiarelrKh lsÍfï l=i,;d j¾Okh lr 

.eksu fjkqfjkq;a " úúOdldr úi`ÿï 

±lSfï yelshdj j¾Okh lr .ekSu 

fjkqfjkq;a je,s ;eá o¾Yk;,h 

ks¾udkd;aulj Ndú;d lÍfï yelshdj 

WmfoaYjrhdg we;' 

 

i. ;u lkiai,a,g" lïmkhg fyda 

.eg¨jg fya;= jQ w;S; isÿùu fyda 

w;a±lSu je,s;eáh u;g f.k taug 

^o¾Ykh lsÍug& fhdackdlsÍu' 

 

ii. wka;¾mqoa., in`o;d ;=, jk 

.eg¨jla kï wkawh yd ;ud w;r 

we;s ine`oshdj l=vd rEm weiqfrka 

je,s ;eáfha ixfla;d;aul ueùug 

fhduq lsÍu 

 

iii. ;u isf;a isr ú we;s lkiai,a," 

is;=ú,s fyda ye`.sï ixfla;d;aulj 

je,s;eáfha m%ldY lsÍug fhdackd 

lsßu. 

 

iv. ;u wkd.; wfmalaId n, .ekaùu 

fjkqfjka je,s ;eáh u; wkd.; 

isysk ie<iqu  lsrSsug fiajd,dNshdg 

WmldrlsÍu 

 

“iDKd;aul Ñ;a; 
rEmh Okd;aul 

wdlD;shla ;=< f.dv 
ke.su” 
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v. wNsfm%arKh we;slsÍu i`oyd jk 

ueÈy;a ùï fjkqfjka óg fmr 

cSú;fha id¾:l jQ wjia;djla fyda 

ch.%dys wjia;djla je,s;eáh u;g 

f.k tau i`oyd fiajd,dNshdg 

fhdackd lsÍu'  

 

vi. fldamh iys; Ñ;a;fõ. iu`. ;u 

is;e`.s mßÈ je,s;eáfha rEml yd 

ixfla;d;aul f,djl yeiSÍug 

fiajd,dNshdg bv ie<isu : 

Ñ;a;fõ.sl w;a±lsï iu`. 

je,s;eáh iu`. l%shd;aul ùfï§ 

fiajd,dNshd ;=, NdjúfYdaOk 

ls%hdj,sh isÿ  ù ieye,ä lrKh 

i`oyd u`. újr jk wdldrh;a 

Wmfoaljrhdg ksÍlaIKh fõ' 

 

by; i`oyka wdldrhg je,s;eá o¾Yk 

;, f.dv ke`.Sfï§ l=ulao? fldfyao?   

lõo? l=ula i`oydo? hk m%Yak i`oyd 

ms<s;=re je,s;eáh u; úoHudk jk w;r ta 

Tiafia ;¾ldkql+," h;d¾:j;a is;=ú,s f.dv 

ke.Sug u`. újr fõ'   fï wdldrhg 

fiajd,dNshdf.a .eg,qfõ iajNdjhg wkqj 

fukau WmfoaYljrhdf.a ks¾udKdYs,s 

WmdhYS,s;ajh o Ndú;hg .ksñka je,s;eá 

l%ufõoh yeisrùug yelshdj we;'  

 

2.2 je,s;eá l%ufõoh  Ndú;hg wjYHh 

l=i,;d j¾Okh i`oyd WmfoaYljreka 

i`oyd jk fhdackd  

 

w' je,s;eá  Ndú;hg wjYH w;a±lSï yd 

mqyqKqj ,nd .ekSu i`oyd ;ukaf.a ksjfia 

iudcslhska iu`. fyda l=¨m`. ys;j;=ka 

iu`.  fyda je,s;eá o¾Yk;, Ndú;d lr 

úúO w;ayod ne,Sï is̀ÿ lrkak' 

 

je,s;eá l%ufõoh Ndú;d lsßfï lsis̀ÿ 

w;=re wdndOla ke;' fï i`oyd m,mqreoao 

yd w;a±lSï ,nd.ekSug we;s lÈu 

wjia;djla f,i ;u 

ys;j;=ka fyda mjqf,a 

idudcslhska iu`. fyda 

Tjqkaf.a cSjk w;a±lsï yd 

neÈ wjia;d je,s ;eáh u; 

f.dv ke.sug wjia;d ,nd 

osh yel' uqksj; rlsñka 

ksy`vj ;u ye`.Sï 

wjfrdaOkh lrñka isák  

fhdjqkaúfha miq jk ;u 

ÈhKshg" mq;Kqjkag ;u 

ye`.Sï fyda tA yd ne`È 

w;a±lSï fyda iu`. je,s 

;eáh u; m%ldYhka lsßug bv ,nd Èh 

yel' wUq ieñhka w;r .egqï j,§ jdÑlj 

tlsfkldf.a woyia  m%ldY lsÍug miq ng 

jk úg tu ye`.Sï fyda woyia 

ixfla;d;aulj ikaksfõokh lsÍfï 

ud¾.hla f,ig o je,s;eá yd o¾Yk ;, 

Ndú;d l, yel' fï wdldrhg fkdfhla 

w;ayod ne,Sï isÿ lrñka ks¾udkd;aul 

l=i,;djhka ixj¾Okh lr .ekSug 

WmfoaYljrhdg yelshdj we;' .eg¨jla 

i`oyd id¾:l ueÈy;a ùula isÿ lsÍugkï  

w;a±lSï ,nd .ksñka tA ;=,ska ;u 

ks¾udkYS,S nj j¾Okh lr .ekSug 

WmfoaYl jrhd by; i`oyka wdldrhg 

wjia;d i<id .; hq;=h' 

 

         RESEARCH CENTRE FOR DRAMA THERAPY 

         RESEARCH CENTRE FOR DRAMA THERAPY 



72 
 

         RESEARCH CENTRE FOR DRAMA THERAPY 

 

wd' ixfla;d;aul yd rEmld¾: f,dj kqyqre 

kqmqreÿ fiajd,dNshdg l=vd wNHdi u`.ska 

mqyqKqjla ,nd fokak' 

we;eï fiajd,dNSkag l=vd wuqøjH yd 

rEm fuj,ï weiqfrka hula m%ldY lsÍu 

kqmqreÿ fohls' fï i`oyd fmr yqrejla f,i 

úúO øjH" wuq øjH fyda j¾K ye`.Sï iu`. 

Wmud lrñka  WlmfoaYljrhd je,s ;eáh 

u; ;uka úiska iajhxwkdjrKhla isÿ lr 

hula f.dv ke.Su isÿ l, yel' msmqKq u,a 

j,ska kj wfmalaIdjka o lgq iys; w;a;la 

fyda úh<s fld< fyda l`M meye;s .,lska 

j¾;udk cSú; ndOdjka fyda ÿIalr;d o 

hkd§ f,i rEml lsÍu yÿkajd Èh yel'  

mEkla fyda fmd;la w;g § th ;u 

ye.Sï iu`. noao lrñka fjk;a hulg 

Wml,amkh lr fmkaùug fhdackd l< 

yel' flaka;sh iys; Ñ;a;afõ.sl ye.Sï 

iys; fiajd,dNshd mEk hï wdhqOhla f,ig 

Wmud lr fïihg myr § ;u Ñ;a;fõ. 

ixfla;d;aulj m%ldY lsÍug bv ,nd §u " 

fmd; u; ysi ;ndf.k th fldÜghla f,i 

rEmkh fldg ksod.ekSu wkqlrKh lr 

fmkaùfuka ;u w,ilu ixfla; lsÍula 

jeks jpk Ndú;fhka f;drj 

ixfla;d;aulj ixksfõokh lsßu y`ÿkajd 

Èu fuys§ isÿ l< yel' 

we' uq,a ieis jdr ;=,§ fiajd,dNshd iu`. isÿ 

jk iylïmkh j¾Okh lsÍu fukau 

WmfoaYljrhdf.a iajhx wkdjrKh i`oyd 

o je,s;eá l%ufõoh m%fhdackhg .eksug 

WmfoaYl jrhdg yelshdj we;s w;r fiajd 

,dNshd iu`. je,a;eá Ndú;h i`oyd jk 

uQ,sl w;a ±lSï ,nd .ekSug o fuhska bv 

ie,fia'  

fuf;la fmkajd È we;s wdldrhg WmfoaYl 

jrhdf.a fndfyda WmfoaYk l=i,;d j¾Okh 

i`oyd  je,s ;eá yd o¾Yk;, l%ufõoh 

ks¾udKYS,s l%ufõohla f,i id¾;lj 

ydú;d lsßfï yelshdj we;' 

 

wdYs%; .%ka;  

talkdhl" fla' ^2020&' p¾hd wl%ñl;d 
iys; fh!jkhska i`oyd m%;sl¾u úê 
l%uhla f,i kdgH Ñls;aidj' 
wdpd¾hh Wmdê ksnkaOkh" le,Ksh 
úYaj úoHd,h' 

rKisxy" wd¾' ^2015&' ufkda WmfoaYk 
miqìfuys rx. Ñls;aidj" m<uq 
ixialrKh" fudrgqj( m%uqos; 
.%e*slaia'  
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fï ldf,hs ta ldf,hs fjkia wïud' 

oeka biair jf.a fkfuhs' w¨ ;a úÈyg ys;kak mqreÿ fjkakfld' 

kj fhdjqka úh wNshi isák ÿfjla bkak 
ksjil ks;r wykak ,efnk ixjdohla 
;uhs fï' fï fonfia wïudf.a fldgi ;uhs 
iEu fohlau fjkia lrk fldgi jkafka' 
fndfyda fj,djg ;d;a;d fï m%Yakhg 
ueÈy;a fjkafk keye' fudlo Tyq úYajdi 
lrkjd wïud fï i|yd jvd;au  .e,fmku 
úi÷u fidhd .kakd nj' kuq;a Tyq 
úuis,su;a'  

ÿfjl=f.a .eg¿jla foi wïud flfkla 
ks;ru n,kafk ÿjf.a jhfiÈ ;uka l, lS 
oE u;la lr .ksñka' tod uu uf.a wïudf.a 
lfKka ßx.d .sh wdldrghu uf.a ÿj;a 
W;aiy lrhs lshk u;h weh ;=< fyd,auka 
lrñka ;sfnkjd jf.au weh 
w;S;dj¾ckhlg hkak mgka .kakjd' b;ska 
fï i|yd fyd¢kau .e,fmku úiÿu fidhd 
.ekSu ;uhs wïudf.a olaI;dj fjkak ´k'  

wïud leu;so ÿjg fojks fjkak' keye'  

wïud leu;so ÿjg weyqïlka fokak' keye 

b;ska fï fkd.e,mSug úiÿula ,efíúo @ 
ke;¡ 

Tn Tfí orejd f;areï fkd.kakd;dla 
orejd Tnj f;areï .kafk keye'  

fudfyd;lg ys;kak' Tn orejdg 
ñ;=frl= fkdjkafkakï orejdg weyqïlka 
fkdfokafka kï" Tfí u;hu orñka 
fkdhsjis,su;j lghq;= lrkjdkï orejd 
wehj f;areï .kak wehg iykhla jk 
w¨ ;a ñ;=relula fidhd .kakjd fkao@  ta 
mqoa.,fhla ke;skï mqoa., lKavdhula úh 
yelshs' tfia;a ke;skï is;ska ujd.;a 
pß;hla iuÕ yqfol,d jkakg mq¿jka' 
ke;skï hï u;aøjHhlg fyda äðg,a 
fuj,ulg weíneys jkakg mq̈  jka' b;ska 
oerejdf.a wkd.;h w÷re lrjk 
wmrdOhlg Tn fya;=jla úh hq;=o@ ta 
udkisl mSvkh orejdf.a ysi;=<g 
we;=¿ùïg bv Èh hq;=o@ wjidkfha Tfí 
oE;ska Tfí orejd ñysoka l, hq;=o@  

ke; 

nqoaêu;a wïuflfkl=f.a tla ;SrKhla fï 
ish,a, laI‚lj fjkia lrk ueðla tlla  

orejdj f;areï .kak " orejdg 
weyqïlkafokak" orejd bÈßfha fmdâvla 
mrdo fjkak" mqxÑ ld,hlg fofjkshd 
fjkak'  nqoaêu;a wïud flfkla úÈyg fï 
.eg¿jg Tn fok mqxÑ úi÷ula i;=g 
msreKq iudchg jevodhl orefjla 
ìyslrk nj ksielhs'Tng mq̈  jka Tfí 
ÿjf.a jhig hkak' ta l;d lrk úÈyg 
l;d lrkak' wo iudcfha orejka leu;shs " 
wïud ,iaikg w¢kjg" fmdä ú,dis;djla 
lrkjg' b;ska Tng neßo fmdâvla fjkia 
fjkak' álla fjkia we÷ula w¢kak' 
fldKav fudaia;rh fjkia lrkak' ÿj Tnj 
w;ska w,a,ka ;eklg hkak f.dvla wdi 
fjhs' ÿjf. hd¿fjd biairyd bx.%Sis 
NdIdfjka álla l;d lrkak' ÿj Tn .ek 
wdvïnr fjhs' yefudagu lshhs fï uf.a 
wïud lsh,d' b;ska Tn lshk fohlg orejd 
tlÕ fkdù isáhso@ keye' orejd Tng 
weyqïlka fokak mgka .kakjd' Tfnka 
foaj,a wykak mgka .kakjd'  

ta ldf, Tn l< oÕ jev " fyd| jev" 
krl jev wjia:dj wkqj .e,fmk úÈyg 
orej;a tlal fnod .kak' Tng lshkak ´k 
foa lshkak fmdä l;kaorhla folla 
f.d;,d yß lshkak' weh Tnj úYajdi 
lrkak mgka .kS' ta ldf, jf.a fkfuhs fï 
ldf, lshk fjki fjkila fkdjk 
wdldrhg mrK isß;a úß;a j,g wdorh 
lrkak mgka .kSú' ta ksoyiska bkak orejd 
iudfcg fokafk hym;la muKlauhs' 
bßishdjla" l=yllula " uu;ajhla wE ;=<ska 
msg jkafk keye'  

b;ska' Wmka rgg" cd;shg iy ujg 
wdorh lrk ÿfjla fyg ojfia uq¿ 
f,dalhu fjkia lrhs' ta Tfí ÿj úh 
yelshs'  
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orejka iuÕ l;d lruq' Tjqka f;areï .uq' 
ksjerÈ l%fudamdhka Ndú;dlr orejka 
ksjerÈ ud¾.hlg fhduq lruq' fyg oji 
hym;a lruq' 

koSId o w,aúia 
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Role play  

                                                        

 

 

Introduction 

What can be defined as role playing is any 

activity where you put yourself in someone 

else’s shoes or where you stand in your own 

shoes but put yourself in an imaginary 

situation. The joy of fantasy role-playing is 

that can become whoever they want for a 

short period of time. 

But in drama therapy, role playing is 

where you deliberately choose a role from 

your repertoire. Then you enact it in the 

moment with conscious awareness.it helps 

you understand that role better, and its place 

in your life and gives you an opportunity to 

engage with that role in a different way 

moving forward. Role play is the act of 

imitating the character and behavior of 

someone who is different from yourself, for 

example as a training exercise. Group 

members have to communicate with each 

other through role-play. 

Through role playing 

➢ Interpersonal skills 

➢ Communication skills 

➢ Conflict re solution 

➢ Developing insights 

➢ Group decision making 

Role plays scenarios that can be used to solve 

a problem. 

• Role re program 

• Role reversal 

• Mirroring role. 

Role re program 

This is used in psycho- drama and allows 

someone with behavioral problems to act out 

stories with some heroic or good-natured 

characters. When he continues to play role 

models and virtues, he replaces it in his life. 

Role reversal 

In psycho drama, people who have 

problems take a true incident and play the 

role of those who caused those problems, not 

themselves. Then you can recognize the point 

of view of those who caused problems for 

him. For example, let’s consider a son who 

had a conflict with his father. The problem 

son is given the opportunity to play the role 
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of the father so that he can recognize the 

father and recognize the father’s feelings. 

Mirroring role 

A story of a service recipient is acted out by 

someone else with him or her in the front. 

Here the client will be allowed to identify the 

flaws in his character. Here the therapist gives 

him or her the opportunity to correct his or 

her personality flaws and the therapist’s is 

able to subtly steer that personality in the 

right direction. 

My role plays research 

In a school Sri Jayewardenepura zonal, I 

selected twelve students of the eighth-nine 

grade who learn slowly and used the role –

play model to develop their interest in 

learning. Due to the socio- economic 

problems in the country, only 12 sessions had 

to be used for this purpose. Here, most of 

these students were at a very poor level for 

school attendance, listening carefully to the 

lesson, attention, motivating self –learning 

and memorizing the lessons, so they had 

become the scorers in the class. But after 

starting to engage in role –play with them, 

their school attendance gradually improved, 

and then the characteristics like listening 

attentively, seeking motivation to learn, 

trying to remember, also improved. The most 

amazing thing is how they interacted with the 

school. Some children, who used to be 

quarrelsome, could be seen working 

enthusiastically for extracurricular activities 

at school. 

I always played positive roles with them 

and pointed out character flaws through 

mirroring roles. Through repetition of the 

same character, it was observed that their bad 

behavioral circuits were replaced by virtuous 

circuits. Role play is a tool that can be used 

directly to create brain neuroplasticity. There 

was also a significant improvement in the 

scores of these children in term tests. 

In my opinion, the role-play introduced 

by Robert landay is a tool that can be used to 

retain students in education. Like the Sri 

Lankan school students, we are active as 

therapists till the day of benefits. 

- Sujatha Disanayake  
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uki 
is;=ú,s isf;k  

is; ie;fmk   

ishqï wixjr 

iekiqï iqiqï 

ieureï ikik  

ixjr iekiquls  

fï uki   

 

pdrel os,aYdka      

 

;ek ;ek ÿjk  

;gq wrka b.sf,k  

lS foa kdyk 

is;g ijka fok 

 

ta osk wd osk  

oefka ieu ;ek  

isgsk kqU .ek  

;=gska iekfyk 

 

ixjr iekqu  

neÿkq wixjr  

ujhs iqkaor  

ñksfila kqU ;=,  

 

bkaødks ;s,lr;ak  
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