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—— First of all, would you tell us why you wrote

the drama “One Thousand Cranes”?

Thomas The Green Thumb Theatre for Young
People decided to put on a show about children
and peace, and asked me to write it. The Green
Thumb is a pioneer in the field of social realism
for children.

The Green Thumb often performs plays for
children from kindergarten to grade seven and
also did a show called “A girl, her motorcycle
and a boy” about teenage alcoholism. They have
also put on other shows including a very impor-
tant project about sexual abuse protection. The
Green Thumb ran this program for a couple of
years and it was made into a film by the National
Film Board of Canada. The Green Thumb got
the idea for this present play because of a boy in
Canada, Leo Habemann. He had tried to get his
classmates to send pictures of themselves to the
Canadian Ministry of Defence to say “Please
don’t test the cruise missiles. These are the
reasons why I want to live.” This was the time
when Canada was considering testing the cruise
missiles. That was a very interesting thing for a
child to do.

Then I started my research by talking to Leo
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and looking for other information about children
and nuclear war. At the library I found a book on
Hiroshima by Betty G. Lifton. In it there was a
picture of Hiroshima and some mention about
Sadako. Another friend of mine was familiar with
Eleanor Coerr’s book which I then read.

I wanted to substantiate what | had read in it.
but I didn’t know how to contact anyone here. [
read a phone book in Vancouver and phoned ev-
ery number that had “Japanese” in front of it. It
was suggested to me that I write to Hiroshima
Municipal Hall asking for information. So I did
that.

—— Would you tell us how the children in Canada

think about nuclear war? Are they really fright-

ened?
Thomas As far as my research goes, I also
spoke with children in an elementary school.
There is a basic belief amongst liberal thinkers
that children are verv concerned about nuclear
war. [ was shocked how true it was. Most of the
kids I talked to, expect that there will be nuclear
war and that they will die within the next few
years. They felt there was nothing they could do
about it because they were children. Right away
my intention was to write a play for kids so that
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they know there is something they can do about nu-
clear war.

What were the difficulties in writing the

drama?

Thomas The most interesting part of Sadako’s
story is Sadako's courage in continuing to fold
cranes and the efforts of the Orizuru-kai. Take-
gumi (her class) in establishing the statue.

I wanted to combine the Japanese and Cana-
dian stories. Because the Japanese story is the
historical reality and human part of the play. The
Canadian one is the stating of the present reality
and of our responsibility for dealing with nuclear
problem. You have to find the centre of the dra-
ma, the crucial point. That is difficult to clarify.
The other difficult thing is trying to produce
physical theatre; writing for action not just con-
versation. This is the most difficult thing to stage.
A good example is the race scene of Sadako’s
story.

It was also difficult for me to write Sadako’s
story knowing very little of Japanese culture. I
went to the Asian Study Center at the University
of British Columbia.

Just through looking at paintings in the art gal-
lery, I realized I was dealing with a culture I
knew nothing about. However, I had Japanese
friends who gave me a lot of advice and assist-
ance.

Canadian actors tend to use intense emotion
and eye contact, but a Japanese friend of mine
suggested they try to act less emotionally, which
was one of many challenges for the actors.

—— How was your drama appreciated? What

kinds of reaction did you have?

Thomas The first reaction we had was very
negative. We previewed the show before the offi-
cial opening day at school.

The teachers were very upset. We sent a study
guide showing the medical effects of nuclear war.

I think they were afraid that it depicted too
graphically the medical effects of nuclear war.
Even after seeing the show. which isn't graphic at
all. they were still upset. That was a very difficult
period. I had to rewrite quite a large amount of
the script.

There is a long tradition in Canadian Children
Theatre to deal with social issues. Later, it won
two prizes.

We did it in Pacific countries: Hong Kong,
Singapore. Australia and New Zealand: that was
an eighteen week tour. The kids had been very
positive about it. They wrote letters, and drew
pictures and sent them to us. Some of the letters
were perfect, “I used to be really afraid of nu-
clear war and your play helped me not to be so
afraid”; that is exactly what I wanted to do.

I was very concerned at the beginning of my
writing that I avoid frightening the children. That
was my major concern, but I don’t think that has
happened at all.

I requested that the show only be performed
for children above grade four level. Now I think
it would be fine for the whole range of children.

Finally, would you give us some idea of furth-
er action taken by Japanese and Canadian people?
Thomas [ think that things like the “Million
Cranes project” from Seattle are very exciting.
For the Canadian children who sent cranes, it is
very meaningful for them and gives them some-
thing to do about nuclear war. I think that it is
very important to have a monument to help chil-
dren to remember and participate.That’s the real
gift of Sadako. Other than that, I think we will
coproduce shows to foster understanding and to
promote cultural exchanges between Japan and

Canada.
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