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Editorial 

VIKRAM IYENGAR 

' ow, what I want is, FacJs. Teach these boys and girls nothing but Facts. Facts alon 
are wanted in life. Plant nothing else, and root out everything else. You can only form 
th minds of reasoning animals upon Facts: nothing else will ever be of any s rvic to 
them. This is the principle on which I bring up my own children, and this is the principl 
on which I bring up these children. Stick to Facts, sir!' 

So begins Dickens' Hard Times-in 'a plain, bare, monotonous vault of a school­
room'. From this undeniably depressing scene the novel takes us through the minds and 
hearts (of those) made, un-made, created and destroyed by this opening dictum-'In this 
life, we want nothing but Facts, sir-nothing but Facts!' 1 

Barry John, in a scathing piece that opens this issue of STQ, extrapolates from this 
'idea of cramming kids' heads with fact and information rather than give them some 
experience': 'Let them not know what they want to do with their lives, let them not know 
what skills or talents they have, let them not know their own minds about anything. Let 
them just mug books. '2 

When I first set out to put together this special issue on theatre and education, 
nothing could have been further from my mind than the scenario presented by either 
Hard Times or Barry Joln At that point, four years ago, my interest in developing such a 
theme stemmed almost wholly from my own involvement in theatre during my school 
days. Drama in St. James' Calcutta at that time was a hugely important and popular 
activity. In my 10 years there, I was involved in five major public performances, 
including two Junior School Annual Concerts, two large-scale musicals directed by 
Phyllis Bose and one production as part of the Annual Inter-school One-Act Play 
Competition hosted by the British Council, Calcutta. This does not take into account the 
many little plays, skits and performances I was involved in within the school itself­
ranging from Teachers' Day entertainment to role playing competitions to Founders' 
Day celebrations to inter-school fests. Scripting, directing, acting, stage-managing ... I 
had done it all (at some level or the other) by the time I left school. It would be 
impossible for me to make any sort of coherent list of the number of performance l wa 

part of. This is not to blow my own trumpet but to emphasize how wholeheart dl 
Dramati was supported and encouraged at the school. School, for myself and mo t f 

my fri nd , was a joy. A thriving, heaving hive of activity, fun and learning, a pla e 
~hich ~urtur d _u in the true sense of the term, where anything in the light t bit 
tnno ativ wa m tantly allowed room and resources for development. A triannual 

h I n w pap r, an annual chool magazine, the Nature Club, the Drama lub, th 
Pupp :ry lub, PI MA ~ Y,_ lo ution, debating, partl ipating-and lat r on iving 

ting up- nnu J xhibiti n n th Narmada Ba hao Andolan on World Th 1tn. 

f lodi , n th mod of trnn port in al utta ... this i.' a ba i Ii t for ju ; 
m j. J-f w mu h m r L} r for I 'd · · .. 

, , w n you m I r tho with mt :)r "St diff r nt fr m 
min th l · 

ar h proJ t , Art, ub out· ... TI1 r 
r • n ii my n •m ri • >f • hoof with the dr ary pi tur paint 'd b 

w y J 



Dick n . E n that wa 1 ear a . I fail t r on il th m with th im pr j t d 
b Barry J hn f ur ar ag e th m with th p ri 

of man f th tudent I m t in h lab ur d und r n tr m r luctan r 

h itati n t d an thin m r than m rel tructur d ad mic -a mind t that I ju t 
d n t und rstand. 

What i tructured acad mics anywa ? M mo t memorabl cla room p ri c 

in St. Jame ' can be called an thing but. Whoe er h ard of a History t ach r walking 

int a Class 7 1 s on and comparing the films Qayamat Se Qayamat Tak and Jzazat if only 

to illu trate the xtremel pertinent point about History b ing open to int rpr tati n. Or 

a G ograph teach r t lling u hop I l improbable- t informative- torie about 

anaconda in th Amaz n. Or an English t acher whos antic during th teaching of 
T nny n' lzar of t/1 Li ht Bri ade ha e for r tch d in m mind, the word 'Half a 

league, half a leagu , half a leagu onward'. Or f th B ngali teacher who regaled u 

with t ri of h r hildho d and h r p ri nee f pre-Indep ndent India. Or of a 
Biology t a h r who opened a Clas 10 le n n Human Reproducti Biology with the 
immortal word , 'You all kn w about it'. Or ind ed of a school Principal who captured 

our imagination with hi r i n f Eliza Dolittl while teaching Shaw's Pygmalion. 

And-to use a ry cliched t rm-la t but n t th lea t, th Biology teacher who took 
Mathematics for Cla 8 and qui tl tat d in h.i fir t I on on Geometry, 'If I can teach 

ou to think, I'll con ider m work d n .' 

For a good teacher, a John Ma on, 'mu t ha th propensi tie of an actor. When 
he begin to realize the valu of drama, h realiz the alue of communication.'3 Many 
of the contributor to thi i u ha arti ulated, in arious wa s and to varying degrees, 
the answer to Moloyashr Hashmi' qu tion, 'What is a teacher?' Someone who is 
willing to stretch the limit of the imagination, omeon who i willing to u e themsel es 
and the students as resource in the absence of anything 1 e, omeone who i capable of 
exuding that energy that can 'convey the itality of 1 aming, the excitement of 1 amina, 
the excitement of disco ery'. 4 I have been lucky, extremely o it would eem, to have 
interacted for the most part with just such teacher ; teachers who ha e taken care t 
ensure that learning is fun, that learning comes automatically and that learning is not 
restricted to mere memorizing of facts, but to their interpretation, that true education 
'does not only inform the intellect, it informs the whole person, it informs the heart, it 
informs the mind'.5 Creativity, spontaneity, imagination, sensiti ity, openne s ... the 
are just some of the terms that will reappear again and again in the following piece . All 
aspects that cannot be defined in factual terms, cannot be quantified in any way, cann t 
be assessed in any definite manner AND all aspects that are inherent to drama. M r 
importantly, they are all aspects that must be imbibed in any education t m that 
wishes to mould individuals who are well-rounded human beings abo all el , p pl 
who have come to terms with the world around them and-cruciall -c m t 
with themselves. People who know who they are and can ther f re r p 

appreciate who others are. 

This next paragraph may sound like an oft-repeated and orn h " rn anin 
for peace, harmony, integration and whatever else pring t mind, but ju t f r 
moment let us be run-of-the-mill. Mor often then not, th uni\ r l p n 
suggested/ offered for any of th ailment whi h tern fr m c d p (th ugh m tim 
dormant) distrust (at best) to blinding anim it (c t w r t) t k m f rm f 
'awaren ss campaign ', a nebulou id a which ould, in pra ti , r, ng m a p liti 
I ader making placatory sp he at pla f w r hip, t , m r h f m s rt, t th 
omewhat quiet r alternative of ni h publishing, di min ti n f m t ri l r \ rkin 
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in and with communities. All these have their validity, but is it not time that we 

examined what it is in us (or rather, what it is that we lack in our elves) that alJows these 

situations to develop? Could we, perhaps, trace it back to the absence of any true system 

of holistic education that is essentially humanizing, that makes both teaching and 

learning 'a physical, emotional and sensuous experience'?6 Could we also suggest that 
this has its source in a certain unwillingness in the powers that be (whether 

educationists, education boards, school authorities, teachers, parents or indeed, students 
themselves) to tackle delicate and problematic issues in a proactive and creative way, or 

even to keep these issues in mind in the course of teaching related or even overtly 
unrelated topics? 

It is no sudden madness on the part of Moloyashree Hashmi that compels her to 

teach Hindi in an English class. But it is madness on the part of school authorities to 
respond to a proactive programme for peace-whjch must of course necessarily make 
use of material that records the absence of it-by saying that they wish to focus only on 
the positive aspects of life. What can they expect to nurture in their hallowed halJs but a 
tribe of na·ive ostriches, who, when faced with a situation that they had no idea existed, 

will either shift the responsibility of tackling it on to some perhaps equally unworthy 

shoulders, or choose to ignore it altogether and bury their heads even deeper in the sand, 
literally digging their own graves in the process. Who are these people who come out of 
this system of education? How are they expected to contribute to a society and a country 
and a world who's real condition they know practically nothing about? How are they to 
respond to a situation that demands no knowledge, no data, no amount of facts and 
figures, no exercises in logic and analyses? 

'Bitzer,' said Mr Gradgrind [of 'Stick to Facts, sir' fame], 'have you a heart'. 

'The circulation, sir,' returned Bitzer, smiling at the oddity of the question, 'couldn't 
be carried on without one.' 

'ls it accessible,' cried Mr. Gradgrind, "to any compassionate influence?' 

'It is accessible to reason, sir,' returned the excellent young man. 'And to nothing 
else.' 

And another extract from Barry John's piece: 

When you meet Class 12 students and ask them anything about social problems or 
issues or any personal things-

-What do you want to do with your life? 

-I'm going to college. 

-Why re you going to college? 

-Because my father said I must go to college. My father wants me to be a doctor, 
my father wants me to be a ... 

-What do you want? 

-I don't know. 

After twelve years of schooling, you don't know who you are, you don't know what 
you V.:a~t to do, where you're at! And you don't know how to express yourself, you have 
no opiruons about anything, no point of view to express. 

He~ w have two marvellous specimens of an education system that does 
·v ryth1~g but truly educate: one, rigid and unbending, fed on a diet of un hangeable 
an~ omrnp~l nt fa I, the other, directionle , confu ed, unable to respond to a world that 
exi~t~ ouh,id' the prate tiv (and s reening) sterile shell of .chool and home. 'It is a 
pohti al 1i.su1: the way we, r • edu r1ting or not educating our d1ildr •n ,111d preparing 



ursel for the future. E erything ultimat I i p litical in th that it aff t 
rybod and the wh le quality of our lh e .'7 

Are the oung adults , ho emerge fr m chool very y ar pr par d at any l v I for 

th rapidly changing world that await them? Will they be able to contribut in any 

health manner to the society of which they are a part, or wilJ they liv only for 

th m l s in their own little ivory tower ? Ar w really tuck with an education 

t m that i f oli hl committ d to producing 'imitators, follower -not leaders'? 8 

Th bigg t trag dy that happened wa n t the foreign rule so much but the 

nsla ing f th spirit. Macaulay qefinitely achieved what he wanted and we, de pite 

ha ing ace s to ery thought possible, are till wanting to be guided by the education 

polici "'hich were decided by the others who didn't understand, who had a specific 

need. They wanted human beings to be brought up in this particular way so that they 

wer not questioned. They wanted us to be clerks, to be collectors ... Not thin.kers.9 

Is thinking independently indeed such a foreign concept to our education system? 
And can the infusion of drama conceptually or from the point of view of methodology, 
help introduce and build this, as Moloyashree Hashmi suggests? Are we (and I include 

all the generations gone before) ready to take up the challenge of preparing children to 
face a rapidly changing world? Or would we prefer to go down in history as the people 
who 'really brought the curtain down',10 who insisted on churning out standardized and 
listless batches of children as some sort of factory process? 

Ashish Ghosh asks, 'Do we need standardized people? Or, do we need creative 
people?' Let me rephrase Ashish Ghosh's question referring again to Hard Times: do we 

want Bitzers, shrivelled under the burden of a mound of dead facts, or do we want Sissy 
Jupes, who would put down a carpet with a floral pattern for its prettiness, who will 
ultimately stand as the only person capable of saving the Gradgrinds from themselves. 

Sissy, being at the comer of a row on the sunny side, came in for the beginning of a 
sunbeam, of which Bitzer, being at the comer of a row on the other side, a few rows in 

advance, caught the end. 

Are we absolutely certain that we are not gradually and remorselessly pushing the 
Sissys to the Bitzer end of the sunbeam and beyond? 

So what are our views on standardization, uniformity and, most important of all, 
difference. Drama thrives on difference, it looks for it, actively promotes it, celebrates it as 
the most normal thing on earth, as the way to exist and understand the variety we are a 
part of. How can such a strength not be a crucial component in any system of education? 
How can we continue to teach and learn in categories and compartments, how can we 
continue to ignore the fact that we need to nurture the very necessary ability to make 
connections and linkages, to use all our faculties in tandem, to teach and learn, n t 

through a plethora of techniques but through a very real, personally f lt exp ri n . 

Such ideas find little room in schools today. 

What would your teacher do if you were reading a tory in cla s and 
crying? Most teachers would be embarrassed, and ask you to l a . Y u ar 
to cry, or allowed to express, or be emotional. This is what' 

chjJd in schooJ.11 

n't 

You cannot b creative, you cannot b pontan ou , ou ann t be r u 
cannot b imaginativ ... so what an y u b ? I it nny surpri 
cri s, 'Wher is th x JI nc ? W are n t gi ing that n ir nm ""'nt t th hild.' What i 
th nvironm nt th t is d mand d? Wh t n \ d t b hang d, h t n d t b 

modifi d? And the rux of thi i u of T , how mu h an familiarit \ ith drama 

contribut ? 

5 
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The personalities featured in this issue of STQ all have h-vo things in common-fir t, 

a belief that the present education system must be injected with a freshness of approach 

which is more inclusive and holistic, and wruch encourages and sustains creativity and 

all-rounded development at all levels; and econd, that the medium of 

drama/performance is one which is ideally suited to support such an approach. Thjs 

issue provides a sampling of the variety of work which is being carried out in the vast 
field of drama and education in the cow1try. This is not intended to be a representational 

selection, but rather a brief insight into the varied nature of the people involved in and 
the work evolved from the concept of drama in education. Of the seven interviewee 

featured in thls issue one is a seasoned school principal, one is a school teacher and 
theatre person, one is a social scientist and theatre person, two are dancers and 
movement therapists and only one has actually been trained to teach drama as part of 
the general education system. Given the range of backgrounds, the focus of the 
conversations are markedly different. What is significant is the very wide understanding 
of the term, drama. We are not referring to just applying methods of drama/theatre as 
teachmg and leammg aids. After all, what is dramatic? The question, 'what is drama' is 

as complex and layered as 'what is a teacher' or 'what is education'. 

What is theatre? It includes music, dance, drama, storytelling, mime--even arts and 
crafts. Even the stage props, masks everything, whatever may be required for a full 
theatre presentation. Theatre normally reflects what is happening in real life. That is 
what the Natyasl111stra says-what happens in the world, an imitation of that is theatre. 12 

Both Barry John and Moloyashree Hashmj ask, what is the syllabus for drama? Barry 
John answers, Drama looks 'at life with a capital L'. But more than that, 'Drama is 
something which is a felt need'.13 A felt need to express, a felt need to communicate, a 
felt need to understand, a felt need to analyse, a felt need to improve, a felt need to 
represent, a felt need to question, a felt need to explore, a felt need to invent, a felt need 
to learn, a felt need to interact ... If there is one felt need in this list which is not a felt 
need in education then this issue of STQ is nothing short of redundant. 

We look at drama and education (both together and independently) in this issue as 
avenues which respond to these felt needs, and there is no one way of doing this. The 
cross-section of approaches and ideas which will be found in the following pages all 
treat this concept as central: not just the idea of doing theatre in education, or even using 
theatre skills as educational aids. Through this variety of approaches and interpretations 
of drama several other issues and concerns are touched upon. They range from 
something as apparently unimportant as who is bullying who in a class to dance as 
movement therapy for the physically disabled to opening up a ruscussion on the nature 
of trarution. For: 

'Trarution is not something that is frozen in time. What becomes tradition is only 
that wruch has found value over a period of time. So if it is not alive, if it is not growing, 
then it will die. The moment it freezes, it's something that is supposed to be put in a 
museum. It has to be constantly held against the light, you verify it and you look at it 
and you say all right, maybe this doesn't make sense any more. It's basic essence 
remaining the same, it keeps on changing over a period of time.'14 

It is the same with drama. The very magic of drama in all its forms lies in the fact 
that it is ephemeral, it exists in the given moment-not a second before, not a se ond 
after. It is so_ vibrantly alive_ precisely because it dies. It cannot be preserved, it can only 
be evolved, it can only be interpreted-it cannot be imitated. Once copied, it calcifie 
much like the cloning of the brain in the present education system. ' 



It i th sam ith du ation and ducating-th y mu t con tantly volv . And 
drama do this as a matter of course: it i forev r mutating, for ver xploring, f r v r 
illuminating, forever having fun. 

'Dear reader! It rests with you and me, whether, in our two [or various] fields of 
action, similar things shall be or not. Let them be! We shall sit with light r bo om on th 
hearth to see the ashes of our fires tum grey and cold. ,15 

Notes 

1. From Charles Dickens, Hard Times 

2. From 'a very magi al space': an interview with Barry John 

3. From 'the excitement of discovery': an interview with John Mason 
4. Ibid. 

5. Ibid. 

6. From 'a very magical space': an interview with Barry John 
7. Ibid. 

8. From 'education for life': an interview with Chandra Jain 
9. Ibid. 

10. Ibid. 

11. From 'a very magical space': an interview with Barry John 
12. From 'not just a structured art form': an interview with Ambika Kameshwar 

13. From'a very magical space': an interview with Barry John 
14. From 'education for life': an interview with Chandra Jain 
15. The concluding lines of Charles Dickens' Hard Times 
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'a very magical space' 

AN INTERVIEW WITH BARRY JOHN 

BARRY JOHN is a director and actor based in Delhi. He was the artistic director of Theatre Action 

Group and now runs his own training school in Delhi-the Imago School of Acting. He has 

worked extensively with children and at the college level for the Bachelors in Elementary 

Education programme. In this interview of March 1999, he underlines the importance of drama as 

a 'felt need', as an essentially human and humanizing activity that seems to be lacking in 

education policies today. 

BARRY JOHN. Theatre is not somethi.ng I trai.ned for. I've never been to drama school. I 

trained in England at the College of Education, specifically to teach drama. Even in 

England i.n the 1960s (I was in college from 1964----07) Drama was a new subject, fi.nding 

its feet in terms of a recognized and exami.nable subject. Not every school had it. It was 
not always very welcome, as is the situation here. A system still very Victorian, 
ni.neteenth-century, pseudo-academic, crammi.ng kids' heads with facts and i.nformation 

rather than givi.ng them some experience. 

I was fortunate in this college to have someone who was quite a pioneer in 
Educational Drama i.n England-John Hodgson. He was quite an idealist and even had 
us envisage drama as the heart of any school and its curriculum. What is the syllabus for 
drama? Drama's roots go right back to prehistory, and it is based i.n the community­
community celebrations, rites and rituals, the idea of the shaman or the witch doctor 
bei.ng the first actor, a performer who was a mix of poet and dancer and historian givi.ng 
one the whole history of the tribe. Someone, i.n fact, i.n touch with the gods, who would 
interpret dreams. He was the healer ... and very much an outsider figure, someone who 
was feared and revered because of his magical powers. He was the one that dressed so 
differently, used masks and chants and dances, and held the community together. Even 
in terms of education, when we talk about initiation rites, that bridgi.ng of childhood into 
adulthood was a special [ritual] again, often implying that adolescents should be 
separated from the rest of the tribe. Either living together-as is still the case in tribal 
communities here with boys and girls living together in separate dormitories for 
adolescents-or living separately. Drama even in that context was very much an 
element-in a way, being a via media for education. And that's what we're talki.ng about 
too. 

Let' make a distinction between drama and theatre. Theatre implies that you're 
training yourself to be a performer, for something that is performed for an audience. ot 
everyone has the skills to do that. Or even wants to. In drama, we're talking about 
something that all children can do and which all children do do. In school or out of 
school, with encouragement or without it. It's a natural God-given way ... whatever the 

m~aning of Jjfe might be in term of being a human being as opposed to other species of 
animals. Though other animals do do it too, as Desmond Morris l1i1s tillkcd of in his 
books. 13ut there'~ something innate in us which just demilnds that we piny, that we use 

drama to om' to t rm~ with the world around us, our understanding of ourselves, the 



p pi that m t, th th r in ur famili , nd imm di t <1nvfr nm nt. Y )U on't 

t a ha hild t pi k up ad 11 and pla -th wa th moth r tr at. th hild, th hild in 

tum tr at th d ll-or t pla op and R bb r , wb y and Indian ... you n't 

t p it, it' ju t bur ting out of chiJdr n, all hildr n. And in drama, n build. on h t 
gi en capacity, kill and ne d for pr i n. It' int gral t our natur . I it as 

ry ba ic n d which is n t answ r d in the kind of Victorian, p udo-acad mi eh ol 

t m that still largely prevails. Ju treading b oks and cramming your h ad i u J 

it' nl erebral knowledg which you then f rget because you don't need it, you don't 

us it. You don't know what it mean anyway. Drama is something which is a felt need. 

T 1 am, to corn to t rms with the world, to come to term with yours If, to I am to 

cializ , for the fun of being imaginative and creative, indulging your fantasy, a an 

m tional outlet and release of whatever it is that is suppressed or oppr ss d. Th 

education system itself is oppressive-shut up, sit down, do as you're told, who cares 

what you are and what you think. Just do what the book says. The naughty children are 

often the brightest duldren. A child not doing well at school means he's probably v ry 

imaginative and being suffocated by this and not finding an outlet for all that i bubbling 

inside him. Drama's great contribution is the fact that it's very practical. It's something 

you do. It not only involves your body in a physical sense but you're also emotionally 

involved, imaginatively involved. It's holistic. Everything's working at once. And that' 

why kids love it. It's so enjoyable-you're learning with enjoyment, which is just what 

you're missing in schools. For many kids school is so boring, so dreary. The whole 

system is so cerebral, so sedentary, it's almost cruel. 

There's never any problem with children, children understand. Drama speaks in 

their language. Unfortunately not in the language of educationists or teachers or chool 

principals or management, who see their function as being to get as many 90%, 100% 

passes in the exam. That's what will give the school a name, the prestige-not the quality 

of the children. The child who is there doesn't seem to be of primary importance. Let the 

children suffer, let them find school boring. That's not our problem. Let them not know 

what they want to do with their lives, let them not know what skills or talents they have, 

let them not know their own minds about anything. Let them just mug books. And tho e 

who sail through this system, we call them intelligent, we think that this is what 

intelligence means. Obviously it isn't. Anyone who's going to leave school and go into 

work or go into college and make a contribution in life should be somebody who ha 
intuition, who is imaginative, who is hard-working, who knows how to put hi b dy 

and mind into something where work needs doing. How, in a dev loping c untr , d 

you have qualified engineers who are unemployed? How i that po ibl . Wh n th r 

are so many wells to be dug, providing water, sewage ... Th point i th 'r n t 

prepared to work, they don't know how to work. They're n t ngin r , th 'rep ud 

ngineers. The whole approach to engineering i again p udo-int ll tu I n 
acad mic. 

In school rything i cut up into s gm 

i nee th r , Arts ther , Comm re th r . . . nd mind 

littl b x s and we lo thi ability to mak nn • an • • 

who! in thi holisti , org ni kind h t' \ h , \ • th ,t w) 

d in t rm f th • probl m • 1. I 
du ivil g d lit - r p Ill • • 

rrupti n in ll ... Th~· • om rom th Uf f 're h 1 lt n.., t 
in onlrol r u hing u~ into th ): • mi ·t,1k1.1~. , , h w rnd wh if th 
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t m i reall working, are w till in mu h troub] . Wh are w ontinua]I 

making mistak , and wh are we unable t de i an practical oluti n . It' becau 
w can't think reati el , we an't think holi ticall . W don't rea]ize that what w 'r 

d ing her ha an effect o r there. A long a we're here and making our littl pile of 
money and bu ing a house and a Maruti car, we'll be doing okay. What' g ing on o r 
there is not m problem, that's the G emment' problem, somebod else's problem. 
Ultimately it comes to a point of politic . It is a political issue-the way we are educating 

or not educating our children and preparing ourselve for the future. Everything 
ultimate! is political in the ense that it affects everybody and the whole quality of our 
lives. 

I feel ery trongly about drama being an important, yet missing, element in 

education. ot only for children in school but ultimately for the future, for the quality of 
life. As future citizens, the fathers and mothers that these children will become. 
Education is proverbially a preparation for life, but then how is it when you meet Class 
12 students and ask them anything about social problems or issues or any personal 
things-

-What do you want to do with your life? 

-I'm going to college. 

-Why're you going to college? 

-Because my father said I must go to college. My father wants me to be a doctor, 
my father wants me to be a ... 

-What do you want? 

-I don't know. 

After twelve years of schooling, you don't know who you are, you don't know what 
you want to do, where you're at! And you don't know how to express yourself, you have 
no opinions about anything, no point of view to express. 

This is precisely what drama contributes. Even though it has no syllabus. What is the 
syllabus of drama? The syllabus of drama is all of life. All people, all cultures, all of 
history, all of literature comes into the drama class-it can. We're not studying just 
literature, we're not looking at just plays and playscripts, we're looking at Life with a 
capital 'L'. Beginning with children themselves at whatever level, their problems at 
home, their problems with their parents, their problems with their siblings, their 
personal relationships-who's bullying who in the class and why, can we deal with it, 
can we make a play about who's bullying who and is there any other way this child 
might behave? We're looking at people. People are the subject. Who are we, what are we 
doing, how are we living together, what are our relationships? What are we studying 
and why? What are the problems in the community in which we live? Not only 
problems [but] good things as well-celebrations ... it can be very joyous, not all dreary, 
depressing stuff about social problems. But I'm looking for solutions. And, in this way, 
encouraging the children to think for themselves. Drama is to do with people, and 
p opl ••• can be anything and everything. There's no wrong or right way to be in term 
of what you are as a person and the way you live your life. What is right for me may n t 
b right for you as far as what you want to be, or how you want to relate to ome n 
lse, or how you want to live, or what your attitudes are. That' what' o wonderful 

about it, that there are o many options, there are so many different kind. of an wer to 
th prob]em or is _ues that we look at in drama. So that tretche your mind, gi e y u 
far mor und r tandtng, far more patience with people and is ue . 



Another a pect of chool i uniformity. Lit ral uniformity-that' why w w ar 
uniform • We all look the same, we're all meant to b hav th am , w 'r all studying 

th same stuff, and we're all expect d to give the same answ rs. In drama it' just th 
opposite. We're not looking for uniformity, we're looking for difference. Let' njoy that. 
Let's work with that. We can be so different, so diverse. That's what enrich s Life and 

the meaning of Life. And it's a human right to be different, to be yourself, to say what 
you think-not what the book says, the government says, or your boss says, or what 

our daddy says. Think for your bloody self! At some point in your life, you're going to 
be in daddy's shoes making his decisions. Are you just going to replicate what daddy 
decided 20-30 years ago? The world you're confronted with is a whole new world, and 
daddy' answers don't apply any more. We've got to educate children for a rapidly 
changing world. And we won't do that by just following the book, by just doing what 
we're told. That's why drama's looking for difference. To be different, think for yourself, 
make your own choices-this is it's importance. 

And then to empower you to express yourself. It's an empowering subject, which is 
again why most teachers and parents and school authorities don't like it. They hate the 
idea of young people speaking up for themselves or expressing themselves loudly and 
clearly. Saying what they are thinking, criticizing ... it's called being naughty, it's called 
being rebellious, conveniently. But why can't we cope with criticism, why can't teachers 
cope with being criticized by their students? Or the school authorities about the school 
system? In a school where they have a prefectorial system, or they have head boys and 
head girls, or the Students Union even at the college level ... usually they're not even 
elected by the student body, they are sort of placed there according to their academic 
results. But what a wonderful opportunity to train children in thinking for themselves! 
You're voting, it's training for your future role as a citizen of this country. We'll vote for 
a government that will work and not just be fooled by propaganda and publicity stunts 
and by a personality which has been fabricated by the media. You take responsibility for 
your vote, for your choice. Why isn't it an option in schools that children vote for their 
own leaders? It's again something very dramatic-doing electioneering in school, 
working out campaigns, giving speeches, trying to convince voters ... 

Drama, when it works well, explodes the whole system in all senses. Getting out of 
the classroom, getting out of uniform, the whole method. It's actually a medium, it's not 
only a subject. If it is a subject, as I said, it's about anything and everything. And in that 
way it is not a waste of time which it is often accused of being. In drama classes one 
important area is to work with the students themselves in terms of their knowing 
themselves-working with who they are, what their interests are, what their 
relationships are, exploring their family situation, what does it mean to be the eldest 
brother as opposed to being the youngest brother ... who wears the pants in your hou e 
and who doesn't, is your mother in control or your father, your elder brother, what do 
you fight about, what do you dream about ... All these things. Knowing yours lf, 
knowing the reality of your situation, always in comparison with other children. Your 
experience is not th.e same as every other chlld in class. Some are mor privileg d, m 
are less privileged, some have lots of pocket money to spend and some have non , om 
have to work ... and so on and so forth. So just opening up to ach th r in th 
itself is a great learning experience. It's a humanizing exp ri nc . T l am t appr 
others' points of view, others' situations in lif and y t t b abl t w rk t g th r. 
Whatever the diff r n s, it doesn't stop u fr m ming tog th rand \ rki.ng t th r 

and creating. 
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Anoth r imp rtant ntributi n i in up all 1 that th I am in th h ol in 

th r ubj et . It' n t a "a t f tim b au f th t fa t. ou an tak a ehapt r fr m 

Hi t ry r Lit rature-En li h Lit ratur or Hindi Lit ratur r what r it i . Th tory 

th h art f drama and th heart of h e-a g od t ry. Y u might b 

ploring li ing like E kim , r Japan r Chin , r Ab riginal in u trc lia or 
, hat r. It' a halleng and childr n 1 a chall ng the 'r ima ·nativ ly inv Iv d. 

And p ·au if ou reinforce that with mu ic from that particular ar a-how many of 

u have heard Eskimo folk ongs r Aboriginal folk ng ? That' th t a h r' job. 

T aehers d n't want to work as hard as drama teachers have to. T king th m off to 

films wh re it's relevant. Taking children out of chool i o important. Drama proj et 

can re ol e around a trip to a factory or a market ... om place that th children would 

n r ha e been which might sound boring to us as adults. To a child it' a whol n w 
world. To know what a factory is. What works there, to know what om adult do. 
1l1at's the world we live in and that's what they're coming to terms with. What v r 

ou' done in a practical, physical, emotionally and imaginativ ly-involv d way, you 
r memb r. 

ln the Drama class which may be just an empty space or in a c1assroom, you u the 
pace o something can happen. And that space is a very magical space for drama 

teachers because it becomes anywhere and anything-which is again within th 

language of the child, to improvise, to make do the way that they do with their 
imaginative involvement. Two stools can become anything-you can tum them upside 
down, stand them upright, they can become a boat, they become a spaceship : .. The 
magical quality of drama is that you can be anybody, anywhere, any time. This is one 
wonderful thing about being human-the powers of identiiication. Why do we laugh, 
why do we cry when we watch a movie or a play? Because we believe in it. We know it's 
only a play, we know it's not real but we're crying because we're involved. We have this 
wonderful capacity to empathize. And all that is a massive education of your feelings 
which otherwise don't get encouraged-in fact your feelings are numbed, you're taught 
not to feel, not honestly [at least]. What would your teacher do if you were reading a 
story in class and you started crying? Most teachers would be embarrassed, and ask you 
to leave. You're not allowed to cry, or allowed to express, or be emotional. You have to 
play this game of being little adults, even as children. This is what's so cruel-that you 
can't be a child in school, you have to pretend to be a little pseudo-academic adult 
without feelings, without reacting or expressing yourself. You just need to sit there and 
absorb all these pearls of wisdom. 

The burden on children in terms of the books and syllabus that they have, the 
pressure on them, there is so much more competition, all children have to do so 'well' to 
get into further education, careers ... There are more schools, more children in school 
than ever before, all the time this whole system fattens itself. School fees get high r, 
chools get richer and bigger-it's a factory system. I guess because w 're in an 

indu trial and technological age, even our own children are being treated lik fodd r. It' 
ju t an industrial process, cramming these minds with information. Wher ' th b n fit. 
Th larger th chools get, the larger the social problems. Despite more ducation, th r ' 
incr in crime-and crime amongst youth and children n w, not ju t dult . W 'r 
talking about children as well. Suicid rates, div re rate , verything ha al n. ln 
th. nt xt, l ju t know that p opl nd up far mor balan d, mor harm ni 

p c with th m Iv [ in t rm of] th ir kn w 1 d g of them l ho th n f 

what th yr t, nd th ir ability t g ton with oth •r p pi . 



It's proverbial to say about some people [there's a] good character, good personality 
to them. What does that mean? Usually they mean (if the bias is towards elocution) if 

ou act in plays, the quality of your voice changes and you get confident and you're 
good at public speaking. That's the one narrow road that people think along, if they're 

encouraging at all. It only gives you a little confidence to speak at a school assembly or to 
tand out in school debates. The much larger and more important aspects, the fruits to be 

deri ed from it are not considered. 

Teachers themselves are often not teachers, they're really not. Most school teachers 
now are women who are doing it just as a way of earning pocket money. It's a job which 
i over by lunch time. You go back home to your family life, and you're putting some 
money into the family kitty. A cushy job, where you just go, do the minimum, you have 
your text books, you don't have to think, there's not much in the way of homework, you 
get free periods just to mark books and give percentages. It's so cushy, it's so easy. There 
are very few people who are genuinely teachers interested in either the children or their 
subject or in teaching, in terms of looking for new ways to make their teaching more 
effective. This is what drama is. I've done so many workshops with teachers who are not 
drama teachers-they are teachers of any kind. Drama can be a subject, it should be a 
subject on the school curriculum. But it's also a way of teaching which any teacher can 
use. To have yourself as imagination, to know how to make your subject, to make the 
whole business of teaching and learning more interesting, more effective, more 
memorable, more experiential for children. Drama is there for anyone and everyone's 
use. Whatever it is you're teaching, to think of ways to dramatize it and make it a 
physical, emotional and sensuous experience. It improves the quality of your teaching­
it's really very simple. 

All these things apply-perhaps even more-when we're talking about 
underprivileged or disabled groups. Because all their needs are much greater. Average 
school children are already privileged, just by the fact that they're in school and wearing 
a uniform and getting that education as a matter of course, whatever it's quality. But in 
areas of special education with disabled groups or deprived children, whether it's slums 
or street children, children of prostitutes-they have more urgent and more special kinds 
of needs. Which again Drama answers, because it is all these things. One has worked 
with children who are wheelchair bound, or who can only crawl, or who can hardly 
move at all, and have to be moved. Drama is of particular use to them because its an 
emotional, sort of cathartic [experience]. Their whole life situation is one of suppression 
and oppression. They're cut off from the mainstream and basically that's our 
responsibility, it's our fault-those of us who are in the mainstream. Our attitudes 
towards them are very prejudiced, if not downright ignorant. We just don't know [for 
example] that a spastic child can be very intelligent. There are children from the Spastics 
Society in Delhi who are now studying at the BA and MA level in the university. It's a 
cerebral, a physical nervous condition and it's very frustrating. Some of the most 
successfuJ workshops I've done have so-called normal and disabled children. Yet again, 
part of the humanizing aspect of it is for the normal child to become 'spa tic' t 
appreciate what that condition really means. To them probably the most importc nt 
aspect of drama is a non-clinical one, just the fact that they are children, what v r th ir 
physical or mental condition may be. And they need to play and do thing whi h normal 
children do. That in itself is such a wonderful b nefit, that they fe l that th can pla 
and participate in play or drama workshops. Ju t for the fa t of th parti ipation. ll th 
b nefits that apply to normal children apply to them. At th Sp, ti ci t -and thi i • 
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, i d m tent p pl in th ir dr ma la th hi d m r than th, did in 

• • cl . Ph i th rap i mind 1 , w h t 

and • • tin h t th 'r 

in -th • i n, th ir br athin , th ir 

\ rythln • . And th ir mmibn nt to th ir work i 

and th ir m ti nal . . . bvi u l , the 'r lit rall . Th ir par nts th m 

often a ham d f th ir vm children. It' a ham . Th r ar all th f guilt 

that th parents have-Tm re pon ible, I mu t ha done omething in my pr i u 

life.' An important ntribution i workin with childr n and parent and tea h r to 

nfront the i ue . Mo t of the work ha been in an institution just with the childr n 

th m he , and \\ hat ver rub off with their teachers. But t tak on the burden of all 

that hame that your parents and the rest of your ibling feel, and ociety in general ... 

h w can we ev r know what a spastic child really feel . But obviously there' a lot that i 

p nt up, there is a lot that is painful which gets released just through talking about it. 

There' great therapy in just telling your story, in just opening out and being hone t. For 

a group to develop and for the trust to develop, so that when you open up, you can 

hare your experiences, your past, tell your story to a group which is sympathetic, which 

i not going to laugh at you or hurt you in any way psychologically. That in itself is such 

good therapy, it's like removing a big cloud, a big boulder that has just been on you. To 

have that lifted, to tell your story and then of course to have it dramatized. A lot of the 

work one does is based on life stories, life experiences. That's not academic. Even to take 

someone else's story from literature or from a folk tale ... Somehow we don't seem to be 

able to work without a script, but in drama we know that all the scripts are inside the 

children themselves. The most worthwhile and the most moving scripts are inside the 

children. They have so much to give, so much to tell. So many observations, so much 

feeling. Especially when it's a spastic child or a child in special education. The Deaf 

Group in Calcutta under Zarin Chaudhuri [The Action Players], they're so talented. We 

say that they are disabled-it's such a wrong term. Handicapped also-it's not 

politically correct any more. But even 'disabled'-because their abilities in other areas 

are so great. Disability of not hearing-why not stress the abilities, therefore, which are 

much greater than ours because of that. Or the blind. At the Blind SchooJ in Delhi I've 

done workshops. It's just amazing, the skills that they have, the sensitivity that they 
have. Even though they can't see. They perform on stage. Even with normal children, 

you can be afraid of them falling off the stage but blind people ... ! They have this innate 

ability to judge distance and space, to know exactly where they're going-which is the 

front of the space, where is the wing, where is the furniture, where's the paperweight­

they go straight to it. They know. To have that sensibility is incredible. I could never do 
that. 

Street children are also ctisabled-not necessarily physically or mentally. When I talk 

about street children, I'm talking about the children who are essentially runaways, as are 

most of children I've worked with. Who are without any parental control. From a town 

or village from anywhere in the country, they come to the big city running away from an 

abusive or poverty-stricken family .. And they're completely alone, whether they're 6 

years of age or 8 or 10. That is their disability-they are alone, completely uncared f r 

and living on the streets, and prey to all the worst kinds of human nature that we can 

imagine. Pimps, prostitutes, dadas of all descriptions ... They become very harden d, 

like Httle old men in terms of Hfe experience, seeing that th y know more about Iif than 

you or I. Every day is a struggle for survival. So their problem is that they grow , hell, 

an outer skin that is very hard. Very tough to break through, but drama ha thi ability 



to do ju t that. To gi e them an opportunity to reclaim their childhood and th mor 
human feelings ... again that's a great benefit. 

My first intense work with these children only came with Salaam Bombay. Mira Nair 
was in Delhi and worked with Theatre Action Group, so it was natural that she called 
me to train these kids in Bombay. So there was a two-month daily workshop with street 
children and with prostitutes. That was mind-blowing. And after that I came back and 
had my own group-we started it for that reason, I was so moved, I was so emotional. 
We have a project here-Nukkad-with street children of New Delhi. The basis of the 
work was drama. They don't cohabit very easily, because they're always on the 
defensive and offensive with each other, they don't trust each other. We actually started 
the programme with only a Drama workshop. This was something that was enjoyable 
and yet educational in a non-formal way. It seemed important, actually, to explore 
drama itself in that way, to create the idea that kids would come together at a given time, 
at a given place on a regular basis and create something. That's what started the group, 
that's what grew the roots for the whole project. Then slowly, incidentally, other things 
came in. The only clothes they have is what they wear. Do they keep a bag-where 
would they keep a bag if they have any possessions? That is another service we offer 
them-lockers. They were able to keep some possessions. To have a sense of identity, of 
belonging, is basic. The space at the New Delhi Railway Station was a terrace where we 
were able to put in some lockers, where they could use the bathrooms. And we began a 
Learning Centre with basic literacy and maths. Some of them now are going to actual 
schools. There's a park nearby where we have games and sports, we also take them on 
trips-the cinema, the zoo ... humanizing them, once again. We tied up with the local 
dhaba. It was partly funded, we used to charge them just one rupee a day-I mean, with 
these kids, again, nothing should be free, you have to respect the fact that they're 
working. It's not charity. Helping the older kids with jobs, sponsorships, training-you 
have to take on the responsibility of ensuring that they get a good foothold in life. 

With the first batch of kids we did a play called Jeevan ki Gadi, which was their story 
like Salaam Bombay was. It was a concentrate of their experience. It was an eye-opener at 
that time-this is 1987-88-about the police rounding them up, putting them into 
observation homes, state homes. And life in these government homes is even worse than 
it is on the streets. In the name of law and order and protection ... We showed sexual 
abuse by the guards and everything, the whole works. Which is the case. It's a mad cycle 
for these street kids. They get picked up, put into homes, they run away-it's not 
difficult to run away, no wall is going to stop these kids getting out if they want to-out 
on the streets, then picked up again ... Some of them have been in and out of homes 
dozens of times. But in the homes it's just a very brutal, savage life. There's no education, 
there's no training, it's just jail. It's hell. 

I keep repeating this word 'magical', because drama is magical. To be able tow rk 
through all that bad experience and poison ... One of the reasons I say it's magic i that 
you can play through the imagination, through being creative together, thr u h 
improvisation, you telJ your story. It's just such a magical process. It di l all th 
hardness and boredom and lack of trust and belief in yourself. Th b ttom lin i th, tit' 
something important for everyone. It's so much a part of our c ndition as human b ings. 
It always has been, but we'v forgotten in all our l v m s . . . o mu h v f rg t or 
overlo k in our madnes to mak money. lt' omething r b, s~ to our n, tur , to all 
ultur s. A I said, you don't hav to t a h any hild-it' , od-gi n ift. 

[Bnrry /n/111 wit/, Vlkri1111 lyt'11 •nr awl R11d1ini 011 ·, Mar I, 1 , lou/11] 
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'the excitement of discovery' 

AN INTERVIEW WITH JOHN MASON 

JOHN MASON has had a distinguished career as an educationist and has actively promoted Drama in 

the curriculum. He was a teacher at La Martiniere for Boys, Calcutta and later Principal of St. 

James' School, Calcutta. He has since been Principal of Modem School, Dubai and Doon School, 

Dehradun where this interview was taken in May 1999. He speaks eloquently about using Drama 
and dramatic technique as an educational aid and the huge learning experience that this can be at 

the school level. 

THE TEACHER AS ACTOR 

JOHN MASON: There is no doubt that my interest in drama has influenced my teaching 

style. From an early stage in my teaching career, I began to regard the class as an 
audience and found that if this audience was pleased with, not my performance but the 
material that was transacted, they learnt better. If they were not pleased, the learning 
was defective which was a great discouragement to me. We began to interpret that 
certain principles were necessary to create this level of receptiveness in pupils. One­
and possibly the most important thing-was an appearance of vitality in the teacher. Just 
as you would expect an actor to exude the energy of his role so also a teacher has to 
exude energy in order to convey the vitality of learning, the excitement of learning, the 
excitement of discovery. I think this was the first principle that came to my mind and 
was transferred directly from the stage because I know that an actor who can't project 
himself in a lively or an interesting manner loses his audience. Then there were other 
things I began to determine. What were your lines, whether you are on stage or whether 
you are in the classroom? You have to be in a position to improvise because no matter 
how well you know your lines, there will always be some little gap somewhere, some 
little problem from one presentation to the other where your resource base is necessary. 
And just like a good actor will take in his stride any little hitch, so also a teacher should 
be ready to take a turning left, to take a turning right. You see, a good actor understands 
that his audience varies from day to day. A good teacher realizes that his class may be 
the same group of people but they also go through variables in their behaviour and their 
attitude depending on the time of day, the other activities that have taken place, certain 
influences of their immediate environment, influences of their outer environment. 

A teacher must have the propensities of an actor. More than that, perhaps, when he 
begins to realize the value of drama, he realizes the value of communication. Of course, 

in theatre it's one-way, but in the school situation communication has to be both ways. 
You should be ensuring that your class is also able to communicate en itively and, of 
course, accurately and precisely. As an English teacher, I found that a lot of m time wa 

spent in a tually speaking and encouraging others to speak. As a result, b the time I 
wa 4-0 y ars old, I developed what the doctors describe as a Hawker's Throat. B a use 1 

wa ju t overusing my voice. I didn't seem to have an option in school becau ·e in those 
day , parti ularly ln I. Jam 'I ,1lcuttal, I was teaching very large la es 8 to 50 in 1 

cla • An Hort to reach everybody-an actor' anxict -and to he received an I 
per cived by everybody, was ometime~ a great strain on the Ihm it. 



Procession, 1984. 

DRAMA AS DRAMA 

We found that the boys of the schools that I've worked with had a natural flair for 

drama. But I discovered that, generally speaking, they were better in drama in Hindi or 

Bengali than in English. Whenever they were given a play which appealed to them in 

Hindi or in Bengali, and where the direction was reasonably alert and perceptive, they 

came across much more credibly. A few years into St. James', the British Council played 

a fairly important role in determining certain trends that developed in St. James' School. 

The first year British Council [One Act Play Competition] did plays from Shakespeare. I 
remember St. James' put up Twelfth Night and were given the first prize. The second year 

we did plays from Shaw and we chose the opening scene from Saint Joan and deservedly 

came nowhere. In the third year there was an attempt at innovation in which th y 

allowed improvisations and we were not too sure of ourselves, were n t ready for thi 

and didn't participate. The following year the British Council came up with th 

challenge of writing original plays. I feel that was a most felicitous mo a far a· , 

were concerned, because th n year after year, year aft r year, pl, y us d t b , ritt n 

g nerally by the ame p rson-Mr Abhijit Sircar-and he turn d out t b ·omething )f 

a doy n in that r gard. What these plays sue d d in doing Wil t p n up light in 

th Indian milieu through th English language. Till then \. had to lab >ur with English 

languag plays in English ultural situation . It Wes v ry un )mfortabl . Uoth the i :hom 
and th 1 stru tur-> or plot w r, un omf 1rt, ble. lt lidn't s \ ->m to \ >rk. bhijit, with hi· 

~h, ·r brilli, n •, brought a sort f Anglo-U •ngali flav >ur into thes' pl 1 1s. Th y w •n· 

idiomati , lly Jndian Engli h t1nd am• •asil ) th-> t mgu ' > t ur middl • I 1ss H •ng,1li 
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boys in St. James'-for that matter, anybody was able lo speak that kind of language 

because they heard that kind of language a fair deal in the society they moved in. Then 

all the plays were about Indian situations, generalJy very topical. TI,ey either drew on 

Indian mythology or Indian politics or on the lndian social scene. And they were lapped 

up. So drama in this vein prospered in St. James'. Its popularity is clear when c1I audition 

time you would have five times as many boys volunteering as we could possibly 

accommodate in the play. And I used to tell Abhijit to write a play with c1 large cast so 

that we could fit in all the boys. He had a horror of large casts because, not only did he 

write the play, he ended up directing it. 

TI1en when I came to Doan School I found that this 'original' play idea was worth 

pushing. One or two boys were writing original plays even when I joined and we began 

to give special recognition to plays that were original. The possibility of it began to be 

quite apparent in recent times when we found that the boys were beginning to write 

about their lives. Two plays written last year and the year before last dealt with the 

concerns and anxieties and lives of boys. One referred to the anxieties of negative peer 

pressure and dealt very skilfully with the fears of falling into bad company and the 

rather devious ways in which one became entrapped in this kind of negative behaviour. 

The other explored dominance, particularly hierarchical dominance, bullying and 

authoritarianism in a boarding school. These plays were very powerful because they 

were a cry from the heart. One sees in them a kind of cathartic power which one can only 

recommend. Because not only does it take out of the subconscious and place in front of 

one something that you can now begin to confront ... you see, by exorcising fears and 

confronting them and trying to put them into narrative terms, it seems that you are on 
top of the problem. It seems that at least some effort is being made to analyse the 
inarticulate tensions and stresses that, as a teenager, you could be subject to. Because 
very often when a boy is asked, 'what's wrong with you? Why are you behaving in this 
particular fashion?' he is silent. Not out of sullenness but simply because he doesn't have 
an answer. He is not able to analyse himself. And so these efforts at introspection and 
discovery, a core that relates to many anxieties, makes a very powerful exercise. Of 
course there is a tendency to be a little maudlin in plays of this nature. When you ask 
teenagers to write, they are either very maudlin or, because of their age, their zeal and 
their drive to reform the world; there's a scathing satirical side which, in time, they can 
be encouraged to make more effective by making less obvious. 

Actually this is where the transaction is possibly much more important than the 
product. The amount of experience that one picks up from experimenting with how to 

make an idea work is really the mainstay of this kind of experience. You see, in a plotted 
play, a ready-made play, the writer has already figured out the curve in terms of the rise 
and faJI of audience involvement. He's timed it and unless you're crazy and sort of take 

45 minutes out of the play, you are going on a pretty set path. But when you're creating 
your own piece, you have to see how you build up interest, how you bring it to a 
climactic point, and how you finally allow a resolve. You've got to create all that 
yourself. It is a huge learning process. You know that to this day any play that's worth 

its salt and which plans to appear in a theatre has hundreds of shows where, having 
written the play, the writer and director then watch the audience. To see whether lines 
are being lost. Why are they being lost? Whether perhc1ps what is considered to be a ital 

moment i of no importance to the audience. Why? And then you work in something. 
You drag ii out a little more, you creatively make it a little tighter ... So anybody who's 

going through lhe creative process would spend a lot of time at the back of the ro >m 
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listening and trying to examine impact. This is why this kind of experience is so huge. I 
would say you learn more about doing theatre by trying to do it all yourself. You 
understand character, how does it click? If you take a play that's been pre-written, and if 
you are reasonably articulate, and if you are able to project yourself well, it's bound to be 
a success. But how much more of a challenge if you structure something on your own 
and make it a success. 

ON lNvENTIVENESS 

At St. James' we introduced this idea of role-play. Actually it was meant to be an English 
language tool-to break up this monotony of classes, listening to a teacher droning on­
it was felt that from time to time a group of children would be given an idea and made 
to work it out. This was just one of the several ideas that were flung out by the school 
from time to time to try and inject more vitality in the curriculum. This one seemed to 
have clicked extremely well. But the very notion of role-play hasn't been fully explored 
and there's a lot of scope for it. It should really be tried out in many ways because it can 
be used in History to give an understanding in the primary and middle school level, for 
the human aspects of great historical moments, and it can certainly be used in Language 
and Literature. Even in the teaching of poetry-the relationship between poetry and the 
human voice and the relationship of poetry and song as well as dance, in other words, 
rhythm, are areas that are still wide open and need to be explored. You know, if you 
really want children to enjoy poetry, one way could be to try to get them to write songs. 
If you give them certain set tunes to begin with and ask them to find the words, from a 
very early age you are giving to give them an instinctive guide to the gentle disciplines 
of rhythm. Rhyme is not as important, rhythm is. Every child loves music, every child 
loves to sing. If you are able to make a relationship between a poem and a song, if you 
are able to identify a song that captures a rhythm, you make a big difference. I've tried 
this occasionally. I found it a very quick and very effective way to get acros . l merel 
mention this because here again it is the inventiveness of the actor, it is th reati eness 
of the director looking for some theatrical medium through which to onvey idea . 

ln the cla sroom itself, I think people should encourag more and mor writing of 
original material. V ry often when you g t stuck with a te t, you ar not abl to 
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adequately convey the culture of that text. I tried an experiment recently to try and 

discover the imaging that is going on in the child's mind when someone is reading a text. 

A very simple experiment and it showed a lot. I was reading The Merchant of Venice to 

Class 9-the comic scene where Lancelot Gobbo is debating whether he should meet 

Shylock, his master. Now the boys I was teaching were 14-15-year-olds. Most of them 

came from Hindi-speaking backgrounds. The interesting thing was, Lancelot is referred 
to as a clown. After reading a few times through the scene where Lancelot debates with 

his conscience and with the so-called fiend, I asked them to take any line in this piece 
which might provide subject for an illustration and draw Lancelot Gobbo-even if you 
are not an artist, just depict him in your mind's eye. In a few cases Gobbo came out 
looking rather like yours truly! Because in the absence of an interior system to provide 
some sort of nourishment, the mind is fastened on an image in front of it. So in 3-4 cases 
Gobbo turned out to be middle-aged, severely bald with a strange pair of ears And this 
was not a caricature, this was a presentation. Because the text makes a point of saying 
Gobbo is a young man, and yet the artist couldn't visualize Gobbo as a young man 
because of the model in front of him. In the other instance we found that Gobbo was 
shown as a clown in the circus. He is wearing a clown's costume. The moment he was 
described as a clown, that meant only one thing. So the imagination began to work in 
that direction. Here also I feel these are elements of drama in education. When you are 
reading a play, you want to know-what does he make of it? There should be some 
relationship between what is communicated and what is received. 

So when you receive a clue of this nature, you begin to realize that as a director, you 
don't take your script for granted. Very often you just give the lines, people learn them 
off. TI1ere are certain words and phrases which they go deadpan on. A teacher may think 
he has done his job by asking the pupils to repeat after him how to say those lines. That's 
the worst pos!:.ible way of doing it. You must not train a person in cadence. C1denl't' 

comes through understanding. A word will nlways be given emphasis if it is understood. 
Somebody who has been using the language for some years begins to know when• t(1 
work his inflection!,. So it is very important that the understnncling part is cbired beforL' 
the pi:rforming part is nllnwed lo come into ,tction. I would thcrdore say, in preparing ,1 

!:.Cript for perforrn;ince, comprelwn!:.ion b the first st,1ge. And the kaL'her must use l'VL'ry 



-

strat g p ssible, \ h th r he i r ading a text ju t for ent rtainm nt or reading a text for 
an amination. If h i doing a theatrical piece, he must ensur that the xplicit and 
impli it meanings are clear to the person. Then he steps aside and listen to the voice. 
The , oice is a give-away When you hear a person read a line, whenever he steps on a 

flat, ou a k the meaning of the word or phrase. Sure enough, you discover he doesn't 
know the idiom, doesn't understand the metaphor. He doesn't follow the inference. 
Because the English language is amazing for its irony and understatement. Irony is such 
a difficult thing to be able to understand. If one is able to get past the comprehension 
level, well, you'll find the performance comes along really well. One of the ways in 
which this comprehension exercise is effective is if one is able to make analogies. 
Sometimes a given situation may be difficult for a person to grasp. He's not familiar with 
it. An imaginative teacher will find an analogy which will create the same emotion or 
er ate the same sense or chain of feelings-in that case you can transfer by analogy. 

TRUTHS 

It's basically one principle that I've understood about drama and education. Whether it 
is in the classroom, whether it is on the side isn't really that important in my opinion. It 
serves almost the same purpose. The important thing is to make sure that whatever the 
experience that has been acted and presented and re-lived, it has been understood as 
clearly as possible. It's very important that one should not use children as pawns, to 
make them spout stuff that they don't understand. I hate the plays where children are 
supposed to say adult things. You know, with double entendres and all that in them, and 
people laugh at this. I feel that this is a terrible violation of the principles of drama 
because somehow the truths that lie in an experience should be experienced in a faithful 
fashion. 

I believe that some of the things that I have understood from drama and education 
have been that one comes out of an experience of this type with a better awareness. Just 
as extensive reading does not only inform the intellect, it informs the whole person, it 
informs the heart, it informs the mind, it builds a kind of an awareness. So also in drama, 

Throw of Twelve, 1990. 
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u ar al 1 to ntcr into the role, into th life, int the body of som --body <.'lsC' 

and b om on 1 e. You den:1Jop a kind of mpath , and these ar th' c . cntial o pects 

of drama that school hould be insi tin < n. o I \ uld ay p rf t understanding i th 

fir t tage. I "' uld a that ntertainment is pra ticall a by-pr duct. I think the mc1jor 
reward is not th lap at the nd f th show. Th major reward is that th child actuc1lly 

begin. to und r tand that new d,arcter s/he has played. And that awar ne f being 
able t get into another d main of thought and b ha iour i ery powerful. That is what 

the cho 1 director hould be aiming at. 

On houldn't be too s ere, ou know, because if the play's a succe and people 

ar mad happ and pleased, then naturally the reward to the children who are 
perfom1ing is huge. On alway goes into a play thinking it i going to be good. We are 
going to ha, e a lot of fun, it's going to be a great experience. But somewhere along the 
line it has to be more than that. If it' Clrarlie's Aunt, you have to explore certain technical 
qualitie that lie in fare , and so then realize very quickly that there is a technical side to 
arousing laughter. If a word comes too fast or too slow, you lose the laugh. So in a thing 
like a farce it's a sense of timing that is so important. Of course, there's also the great 

pl asure of achie ing omething, of pleasing somebody else, which is a very important 

characteristic. If one wants to do a play, it's not just a question of just learning the lines. 
Chi._ldren have to get the meaning, have to understand certain technical elements in it, 
and if it's a pla in which the character has some depth, then that depth should become 
apparent to the persons concerned. And the child must be made to feel that depth. Now 
there is a temptation-if you can bluff by making the person copy you. The director 
could often ask the person to imitate him, the way he walks, the way he talks, the way he 
looks. It's faster, but not better. The better way is to take time over a play. One of the 
saddest things about school plays is the casual manner in whlch they are prepared. You 
know, people think that you can stage a one-and-half hour or 3-act play after, say, 20 
rehearsals. Because time is necessary for the personality of thls person to sink in and for 
the transition to take place from me as the real person [to the character being portrayed]. 

Bull Run, 1992. 



Time is n eded for trus transition. These are the area where y u n d to be very pati nt 
a llm ing for the growth in a pers n. 

We did Inherit the Wind in La Martiniere [for Boys, alcutta] years ag . Inherit the 

Wind deals with the famous Bertram Stopes trial. This great Bertram Stopes triaJ ha 
sometimes been referred to as the Monkey Trial also. Darwin's Origin of Species wa 

taught in a school in a small town in the United States. The parents were very agitated 
becau e they were a id Orthodox Christians, and they thought that this was a dangerous 
idea-that man may have descended in a manner other than described in the Book of 
Genesis. So the play is about a trial in which the schoolmaster is tried for corrupting the 

mind of the youth, and the argument that then comes about is whether the Bible-like 
Origin of Species is an interpretation of God's intentions. Just as the Bible interprets God's 
ways, Origin of Species also tries to interpret the ways of Creation. It's an amazing 
argument. It's not either anti-Christian or pro-Pagan or anything of the sort. Its greatest 
plea is to keep an open mind. That play had a profound influence on the children in the 
cast. I had a problem initially because I couldn't seem to get a cast. People would take 
the script home, and then send it back the next day saying, no, it's a controversial play, 
we can't take part. FinaIJy when we settled down with a group of people who wanted to 
try it out, they believed in it so intensely. And for all the fears that the play might be 
conveying some sort of anti-Christian mode, it was made very clear that it was nothing 
of the sort. For the final show, I invited senior members of the clergy-the Catholic 
Church, the Church of North India. They all came and they all appreciated the argument 
of the play. And Subir Biswas who was the Vicar of St. Paul's Cathedral insisted that I do 
the play in St. Paul's Cathedral, which of course I did, and we had a huge attendance at 
the Cathedral. So the point I'm making here is that the play must succeed in creating an 
awareness beyond just entertainment. Whatever it is. If it's a lightweight thing, then at 
least a technical awareness. You know, these lightweight comedies themselves require a 
huge amount of skill. Everybody should try different genres and see what you can learn 
and what you can experience from each of these different genres. 

The basic underlying idea is that children learn a great deal from the plays, provided 
they are patient. Time is very important. Time and understanding. You can't dre s up 
something. I remember another play which we did in La Martiniere-/ourney's End. l 
was Uncle Osborne. There's a kind of avuncular relationship between Stannab, the 
young man and Osborne, the older man. And I knew that the play had got to me when 
after 3 months of rehearsal when Stannab died in one rehearsal, one day when I wa 
saying my lines, tears sprang to my eyes. There were a few people in the audience, and 
you know how annoying people are at rehearsals, they keep talking all the time. I wa 
doing my bit and Stannab was lying there and l was saying a few words ... Evcrybod 
stopped talking because suddenly the real thing happened. And it only came ut of th 
subconscious perception of the sheer pathos of that m ment. It came thr ugh tim and 

understanding. 

lf11terviewed by Vikram Iyengar, St. Jame ' chool, May 1 , ul 11tt 1J 



child's play 

ABHIJIT SIRCAR 

urtain ri e 011 a ho tel room, witlz two b d , hvo de ks, two chairs, two lockers connected to the 
foot of the bed facin the audience. The beds and desks are placed symmetrically. The set on the 
ri ht is neater and clean r than the other, but both look lived-in. There is a tape recorder on the 
left desk. Rajiv, wearing jean , comes through the left wings. He is bare-bodied and has a not-too­
clean tor l aro1111d lzis neck. He moves to the locker on the bed to the right and brings out a 

~ha ing t. He goe to the tape recorder, puts a tape in and switches on loud rock music. He goes 
off throu Jz the left. Amn comes in from the right. Clad in kurta and loose pyjamas, he looks at the 
blarin tape recorder with dislike. He takes off /zis kurta and, taking his towel from the head of his 
bed, goes to the locker. He searcl1e for his slzaving set, but of course can't find it. 

AR . Raji ! (Rajiv doe n't answer. Arun goes and tums off the tape recorder and tries again.) 

Raji ! 

RAJTV (offstage). Yeah! 

AR . Have you taken my shaving set? 

RAJIV (offstage). Uh hum. 

ARUN. How many times have I told you not to touch my things? 

Rajiv pokes his head through the left wings with his face half-shaven and offers the razor. 

RAJJV . You want it back now? 

ARUN. Oh! Go to hell! One of these days you'll take my toothbrush too. 

RAJIV. I might. (His head disappears) 

Anm grumpily sits down on his bed and then moves to the tape recorder. He takes the tape out 
and throws it at Rajiv's bed and puts the tape recorder in his locker. He goes back to his bed 
and picks up a magazine. Kamal enters from the right. He is dressed in conventional trousers 
and full- leeved shirt. 

KAMAL Arun-da, is Rajiv-da in? 

. Yeah! (Pointing to left) In there. 

L ( mbarra sed). Do you know if his money order has come or not? He told me he 
\ ould r tum my money when it did. 

AR ( uitJwut loohng up). I wouldn't know. 

MAL (after a pa, and ome fidgeting). What are you reading? 

mn azine). Listen, if you want small talk, you' corn t th wr ng 
P n. 

B in to rend hi ma n ine a ai11. Knmnl fidget ;,, /,i hair. Raji 0111 in, wipin his Ja ·r 
itlr the tow I. 



► 

RAJIV. Arr'e ! H llo Mr KarnbaJ. What brings you here? 

T'1rows the towel on his bed, moves to Arun's locker and, keeping his back to Arun, bring out 
a bottle of aftershave lotion and applies it liberally to his face. 

KAMAL Rajiv-da, you know my name is Kamal, why do you always call me Kambal? 

RAJlV. So what's wrong with Kambal? 

Arun suddenly realizes that Rajiv ltas got his aftershave lotion. He throws a pillow at Rajiv, 
wl,o expertly catches it. 

KAMAL (changing tire topic). Can you give me my money now? 

RAJlV. Now wait a minute! Just because I called you Kambal ... 

Throws the pillow at Kamal and the bottle of aftershave lotion to A run at the same time. 
Kamal catches the pillow clumsily and gives it to Arun. 

KAMAL (slzaking his head). It's not that. I need it for something. 

RAJlV. So! I'll return it to you! Why are you fussing so much about twenty lousy bucks? 

Rajiv sits on his bed and puts on a T-shirt. 

KAMAL. You don't understand. I've just come back from my uncle's bank. They told me 

to submit two passport-size photographs as soon as possible. 

RAJIV. So it's gone that far! Does that mean you've got the job? 

KAMAL. More or less, I guess. I'm expecting them to let me know soon. 

RAJIV (sarcastic). Hey, that's great! So your uncle pulled the strings. 

KAMAL (ignoring the barb). There's no other way I'd have got this job. 

RAJIV. I wish I had an uncle like that. Better still, I would like to belong to a Scheduled 

Tribe. 

ARUN (looking up). You don't look like one. 

RAJIV. Well! At least a Scheduled Caste. I know of a few chaps getting it certified by their 

local MLA' s. 

ARUN. You have to be a member of the party to get that. 

RAJlV. I know. I should have joined politics. Maybe by this time I could have landed a job 

too. 

Sujoy enters from right. He is also clad in jeans and T-shirt like Raj iv. 

SUJOY. Hey, Rajiv-da, I got them! 

RAJlV. Balcony? 

SUJOY. Right in the front row, just behind D. C. 

RAJrv. You got comer seats? 

SUJOY. You don't have to tell me that? 

Sujoy gives Rajiv the tickets and some change. Rnjiv pockets it, sees Knmnl watchin and 

guiltily, brings out five rupees. 

RAJrv. Look, I can give you five rupees now. (Knmal looks deje t d.) Li t n, I'll ' u th 
rest the moment my money order come in. TI1at's a promi . (Pu h ~ tile 11 tf' i11t 

Kama/'s shirt pocket.) 

KAMAL But I need mor . 

RAJIV. Sorry, that's all I an giv now. 

...s 
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KAMAL (accusingly.) You're going to the movies! 

Rajiv doesn't seem to hear him. Goes lo An111's desk and picks 11p a cigaretle packet, takes one 

0111, puts it in his 1110111/1 and looks around for a matchbox. 

ARUN (without looking up). That will cost you 30 paise. 

Rajiv p11ts the cigarettes back info tile packet. 

RAJIV. lf I gave tuition like you to idiots with rich parents, I would have thrown a carton 

of cigarettes in your face. (Tosses the pack back at Arnn, who catches it expertly. He smiles 

crookedly, but doesn't speak.) God! I wish I had some real money. I could go into 

business. 

ARUN (sarcastically). So go rob a bank. 

RAJlV (slowly the idea catc/1es liis imagi11atio11). Say! Not a bad idea! 

ARUN (looks up). What? 

RAJ1V. You know, we can do it. 

KAMAL. Do what? 

RAJlV. Rob a bank. 

ARUN. Are you off your head? 

RAJlV. No, listen, just for the sake of argument. lf we plan it properly, we can pull it off. 

SUJOY. I'm all for it. When do we do it? 

KAMAL. Now wait a minute. What are you saying? You'll get caught. 

RAJlV. Not if you plan and rehearse the whole thing to the smallest detail. (Looking at 
Sujoy.) Sujoy, do you remember that bank in Alipore? 

SUJOY. Which one? 

RAJlV. The one with the green shutters. 

SUJOY. Yeah! Real upper-class clientele. Must be keeping a lot of cash. A nice, quiet 
neighbourhood too. I went in once to keep out of the rain. Only 3 or 4 sleepy 
employees. 

ARUN (,getting interested despite himself). So you've got your bank. Now what? 

RAflV. Now we need a get-away car. 

ARUN. That's it. You're stumped before you've started. Where are you going to get a car 
from? 

RAJN (to himself). A car! A car! (Suddenly inspired, and slamming his fist into his palm.) Aha! 
Sujoy, go get Pintu. 

UJOY. From where? 

RAJJV. He must be in the common room. 

Sujoy goes 011t tltro11glt the rigltt. 

KAMAL. Have all of you gone crazy? I am not getting involved in this. (Both Rajil! and 
A run ignore him.) 

ARU . Why are you ailing Pintu? 

RAJI • He's got an uncle too, just like Kambal here, who owns a garage. Just the othrr day 
he boasted about taking a Maruti and hitting a hundred on VIP road. 

AKU . That means we've got our driver, too. 



JTV I efully). S ! It' ', e' n w, is it? 

ARU (defen i ely). all right. I'm human too. I can't li e on tuition mon y f r th r t of 
m lif . 

ujoy refum 0111 ri ht with Pintu in tow. 

PI . What' th umm n f r? 

RAJTV (r el omin llim lik a Ion -lo t brother). Ah, Pinnt my boy! (The welcome is lo ton 
Pintu.) Iv. ant a ar. 

r (b r d). ah! E r b dy wants one. So what do you expect me to do? 

R JI (a if xplninin to a child). You can get one from your uncle's garage. 

r . Wh h uld I? 

R (blurt out). W 're going to rob a bank. 

P (mi in 11i yebrow ). Well! W U! A bank! Which one? The Reserve Bank? 

RAJl . om n, w 're serious. 

P ( area tically). So you're serious, and I'm your official travel agent. Goodbye. (Turn 

to o, but i mbbed by Rajiv and made to it 011 a chair.) 

RAJI\. We need ou to dri e the get-away car. 

rr u (lookin at veryone). You guys are really serious. (Pau e.) OK. Let's hear ome 
more. 

RAJlV. Right! This bank opens every day on the dot of 10. That's the time to hit. Fewer 
clients. 

Pl.NTU. Where is it? 

RAJlV. In Ali pore. Real quiet place, no policemen within earshot. 

KAMAL How come you know so much about that bank? 

RAJlV. I go to Alipore to meet ... er ... (embarrassed) ... you know who. We usually m 

at the street comer right opposite the bank, on her way to college. (Pause.) You know! 

I think the idea must have always been there in my subconscious, or else wh did I 
observe the bank so closely? 

PlNTU. Let's get down to brass tacks. What's in it for me? 

RAJN. There's five of us. You get a fifth of the haul and a hefty bonu for the u of th 

car. 

KAMAL. Count me out. (Nobody pays attentio11 to him.) 

RAJJV (to Pintu). Well? 

PI . How much do you expect to get? 

RAJJV. A couple of ]akhs at th minimum. 

SUJ Y. That's 40,000 apie . Wow! 

KAMAL. Not m . (He is still i nored.) 

PI T (aft r a pause). K, I'm in! Wh n do you n d th" c r. 

RAJ! . L t' n t d id th tim until w 'v pr ti d th \ h It thin f w tim 's. 

PI TU. WJ t? Y u x p > t m t bring th r ' fa f r f n t iL ' . 

RAJIV. o! N ! What w d i • hc1v( '- r run, just s )Jt 1 r ,1w1r. ' tl L' m v ·s rn l timin s 
without g ing anywh 1 r, n 1 , r tl1e b nk. Ma ,L > ••• m, lw right in-;i iL thi r m. 
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SUJ v. So what are we waiting for? Let's stc1rt. 

KAMAL (inclzing towards tire rig/rt). l'm going. 

RAJl (barring /1is way). No you're not. We need you. 

KA ~L. I told you l want no part of this. 

RAJlV. So, you don't take part! That doesn't mean you go out and babble to every Tom, 

Dick and Harry. 

KAMAL. What are you going to do? Keep me in this room until you rob the bank? 

ARUN (placatory). TI1at won't be necessary. I know you won't snitch on us. Just stay and 

help us. 

KAMAL. Help you? How? 

RAJlV. You can take the role of the head cashier. His reactions are important to our plan. 

KAMAL What am l supposed to do? 

RAJIV (exasperated). You are going to work in a bank, aren't you? So act like a bank 

employee. Now for goodness' sake shut up and let me think. (Thinks.) Sujoy, help me 

with the bed. 

Su joy and Raj iv start removing stuff from A run' s bed. A run, being particular about his 
things, joins them. Pintu goes to Rajiv's bed and reads a magazine. After clearing the bed 
Rajiv and Sujoy put Anm's bed at an angle on stage right with the head of the bed more 
towards the right wings. 

RAJlV. OK. This is the car. Sujoy gets in the front with Pintu. Arun, you ride with me in 
the back. (Everyone settles down on the bed when Rajiv realizes that Pintu is missing.) 
Pintu! 

PINTU (looking up from his magazine). Yeah! 

RAJJV. Start the car. 

PINTU. Where's the car? 

RAJIV. We're sitting in it, for God's sake! 

PLNTU. You are sitting on (pointing to Arun) his bloody bed. 

RAJJV (exasperated). Come on, just make believe, will you? 

PIN1l.J (with bad grace). Oh, all right. 

RAJJV. Arun, please check how long it takes. 

Pintu sits down in his position and pantomimes turning the key in the ignition, making the 
noise with his mouth. It's not very realistic. He goes through the motions of driving and stops 
abruptly. 

PINTU. OK, we're there. 

RAJ TV. How long, A run? 

ARU 1• 23 seconds. 

RAJIV. 23 seconds!! 

ARU . That's what my watch says. 

Everyone breaks 011t in laughter. Rnjiv j11mps 11p on t/1e bed, losing his temper. 

R11Jrv. Now ome on, you guys, can't you just get into this thing? Try to put some reality 
into it. You can't rea h the bank in 23 seconds. 

!>UJOY (placalory). OK, OK we'll do it again. (Rnjiv gt'ls dm1111Jro11111,e Vl'ci. Pi11/11 spies a kit 



la( under Raj it's hcd. He l ri11l : if and puts ii 1111dcr his fC'el. ujoy I urns lo Pi11l11.) Whc1t 
kind fa ar ar we g tting an va . 

r11 . I'll bring c1 tf aruti ompact. I'm mor used to it. 

Y. Rd. 

r11 . 't ah. 

RAJ!\. K, th r are n ugh red Maruti about, but we'll have to do something about the 
numt er plat ~. 

r . That' n pr blem. Th r are pi nty of old plates hanging about in the garage. 

AR 1. 1f it'. a Maruti \ c bett r it dos r tog ther. It's a small car. 

They 11101.1(' closer. 

PI d), r ad 

RAJIV. K. 1t i a tl 9.30 now. Everybody check. (Everybody checks their watches.) 
Ri ht ! Pintu, l t h r r ll. 

Pi11t11 111ime . tarting and driving the car. The sound and motions he makes this time are more 
,n in ·i11 . Kamal, who /,a been sitting on Rajiv's bed all this time, wanders aimlessly 

lownrd Arnn' bed. Pin tu breaks hard with n screeclz. 

Child's Play, 1987. 

PINTU. What you, you fool! You'll get run over. 

KAMAL Wha ... ? 

PI TU (jumping up). Rajiv, I can't drive if this guy walks about in front of the car. 

RAJJV (patiently, to Kamal). Please sit quietly, will you? (Knmal goes back to Rajiv' bed and 
sits down.) All right, Pintu. Once more. Ready, Arun? 

Anm nods. This time they go through the motions with a great deal of eriou ne •. Pintu, 
trying to increase the pitch of the engine with his voice, tarb cou hin and top·. 

ARUN. What happened? Why did w stop? 

PINTU (recovered, with a traight face). Trnffi lights. 
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E e,. bl dy, in ludi11 Raji , olla1 e. H itlt /a11L ht r. Pinfll fart the car a nin, dri es for 
me time and then t p. it witlt n Jlo111·i h. 

ht in front of the bank, Arun, how long? 

R . 1 minute . 

P . W tart d to a rl . 

RAJJ . Y ah. W h uld tart ab ut 9.40. 

Y. Better k p som e tra tim . (Elbows Pin tu.) Traffic lights, you know. (Everyone 
mil .) If wear ahead of tim w can always hang around for a while. 

RAJT . Right. In that ea 9.30 is OK. L t' set up the bank now. (Sujoy and Pintu go to 
Raji ' bed, t Kamal off it, and shift it more towards the left of the stage. Raj iv and Arun 

tt1 the two de ks and chairs to represent the bank counter.) Everything ready? Kamal, 

come and it here. 

KAMAL. What do I do? (Sits down on the chair indicated.) 

RAJIV. Just act naturally. Now listen, everyone. When we get to the bank, Pintu stays in 
the car. Arun takes care of any other people who may be there. I'll take care of the 
bank employees. Sujoy, you go straight to the head cashier. (Points to Kamal.) 

AR . Take care of people! With what? 

RAJTV. Yeah, we need some weapons. We can always pick up a toy gun. (Thinks.) I know, 
we'll take some brown paper packets and make balls with lots of twine on them. 
They'll look just like hand-made bombs. (Picks up an ashtray and gives it to Arun.) You 
can use this ashtray, for the time being. 

ARUN. I'd better clean this out. (Exits through right wings.) 

RAJTV. Sujoy, you'd better carry a knife. 

SUJOY. Where do I get one from? 

RAJTV. Oh! You can buy plenty at any pavement shop. (Rummages in his desk and produces a 
small bread knife.) For the time being use this. It's sharp and looks genuine enough. 
(Gives Sujoy the knife. Arun returns.) OK. Let's move. 

PINTIJ (pointing a hairbrush at Rajiv.) Your gun! 

Rajiv takes the hairbrush. They pantomime entering the bank. Arun herds the other people 
towards the back of the stage. Rajiv herds the bank employees towards the the front on stage 
left, and Sujoy moves towards Kamal. Pintu remains on Arun's bed. 

SUJOY (to Kamal). All right, hand the cash over. 

KAMAL (patting his pocket). I've got five rupees. You want it? 

SUJOY (throwing up his hands). Hey Rajiv-da, this guy won't let us do it. 

RAJTV (exasperated). Kamal! 

KAMAL Well, I told the absolute truth. 

RAJTV. Com on! Stop fooling. By the way, Sujoy, you must carry a large kit bag with you 
for the money. 

OY. Do I only take the 100 rupee notes or everything? 

RAJrv. Fir t the big ones and th n if there is space ... (Stop and thinks.) Listen, 1 think 
w 'd b tt r x hange po itions. (Give his hairbrush to Sujoy nnd tnkes the knife him elf 

ually handle Ille knife and looks over iri Kamal' dirf' tion.) L t m d I with th h d 
a hi r. 



R • What happ n if m on cau trouble? 

RAJ[V. 

R . But uppos ? 

RAJTV. D n't worry. Y u'll kn w what to do. 

PTNTU. D I keep the ngin running? 

RAJI • , that will attra t attention. Arun will come out first. The moment you ee him, 
t rt th ngin . 

KA 1AL. Ha en't ou all forgotten something? 

AR . What? 

KAMAL. A bank is supposed to have an armed guard. 

RAJIV. Not this one. 

UJOY (neroously). Are you sure? 

RAJIV. Absolutely. (Impatiently.) OK, can we have a full run through without any 

interruptions, please? Everybody check your equipment. To position. (Everybody gets 
into the car, in position. Kamal stays on the chair.) Start. 

Pintu starts the car. This time everybody's actions are as realistic as possible and they actually 
believe. Pintu slowly puts the brakes on and stops the car. 

PlNTU. God! A traffic jam. 

ARUN. No wonder. It's office time. 

PINTU. What do we do now? 

RAJTV. Nothing, just sit tight. 

ARUN. But we're wasting time. 

RAJIV. Can't be helped. Now listen everyone, keep your handkerchiefs ready. Before 

going in, cover your faces. And by the way, no using names inside the bank. 

PINTU (looking out of the window). Hell! This can take hours. 

ARUN. It's 10 already. 

SUJOY. I think there's a little space on the left. (Puts his head out of the window. Pintu revs the 
car.) Ei dada with the cycle, please move a little bit. (Pause.) Thank you. OK, Pintu, just 

cut to your left and go. 

Pintu manoeuvres according to Sujoy's instructions and accelerates. 

ARUN. Watch out! (He looks towards the back.) You jumped the traffic light. It' till red. 

PINTU. Who cares? 

RAJTV. It doesn't matter. The plates are false anyway. 

They go through a speedy and bumpy ride. 

ARUN. Slow down, will you? You're going too fast. 

PINTU. We're late aren't we? 

ARUN. That doesn't mean you get u killed. 

RAJIV. Ju t tak it easy, Pinttt. B ing a little lat do 'n't matt r. (Ph1t1, d ·eler 1te:. Th y ri 
on.) Al) right, w 'r almost th r . Ev rybod ur f t> . ( // r. • pt Pintu mim 
th covering of their Jn c with imagi11ary lw11dker Iii ·.) K Pintu, n't hurr n w. Ju. t 
sl wly tak it to th front door. (Pinf II bri11, tlw wt a ·t 1/J.) 
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SUJOY. My God I There are at least 20 people inside. 

R:\JJ\'. Can't be helped. OK, let's go. 

Tiley get dow11 fro111 the cnr together, 111i111e tl,e closing ~f the doors and 1110111' lo the their 

respective positio11s wit/, precisio11. 

ARU (facing tl,c a11dience). All right. just keep calm and nobody gets hurt. Now move. (He 

/1erds i111agi11ary people towards tile back of tl,e stage.) 

Rt\JIV (lo S11joy). Just herd them to one side. 

S11joy pa11/0111i111es tile /Jerding of tile b1111k e111ployees to left fro11t stage, holding the hairbmsh 

111e11aci11gly. Raji11 moves over to Ka111a/. 

KAMAL (lo Rajiv). Why are you doing this? Isn't there some honest way7 

Child's Play, 1987. 

RAJIV. No! There's nothing honest in this world. Dumb kids like you get jobs through 
uncles, while we guys, who are far more intelligent, are left outside, looking in. 
There's no way the world will give us anything unless we snatch ii away. So, OK, we 
play along with the rules of the game. We learn to snatch. We take what we want. 

KAMAL But if people don't let you take what you want? 

RAJIV (savagely). Then we'll crush them, smash them, trample them down. 

KAMAL You've really gone crazy. 

RAJIV (grabbing him by the collar). Shut up, you little squirt! Stop wasting our time and 
hand over the money. 

He lets go of Knmal who pantomimes bril1gi11g 011t the man~. All eyes are 011 him. 

suJ0Y (suddenly). Watch out! He just did something. 

RAJIV. What did you do, you little slink? 

KAMAI.. Nothing, I swear. Why are you looking at me like that? 

RAJIV. Let'~ see. (Moves arv1111d //1e desk mul looks 1111rler ii.) It's the alarm-the bastard 
pu~hed the secret alarm lo lhe police stalion. 



R .Ohm d!Whatd d now? 

KA AL. Li t n, I hav n't don an thing. 

RAJIV. Y u dirty, dirt ha tard. You bootlickers will always make lif impo ibl for u . 
u ha, n ri ht t Ii . (He moves 111e11nci11gly towards Kamnl) 

KAMA (timidly teppin back). What have I ever done to you? Why do you hate me so 
mu h? (H nm to ujoy who holds him.) 

RAJ1V. 1 "' uld lik t ar you up into little pieces, but we haven't got much time, so I 

am g in t mak a quick job of it. (He raises his knife. Pin tu gets off from the bed.) 

( ho11ti11 ). Raji 

Ev rybody freeze . Rajiv lowly lowers lzis knife, drops it on the desk and moves to Arun's bed 
with hi hend in hi hands. Sujoy lets go of Kamal who stares at Rajiv in disbelief A knock is 
heard. It i ome time before even;one returns to realih;. The knock is heard again. 

R . Y , who i it? 

(off tn e).I Kamal here? 

AR .Wh? 

v I E. Th r ' a letter for him. 

Arun motions to Pintu, who goes out through the right. 

KA AL ( hacked, to Rajiv). You were really going to kill me. 

Rajiv does not look up. 

UJO . Ju t forget it, we were only play acting. 

KAMAL (vehemently). No, you were not. I didn't know you hated me so much. 

AR . Come on now, Kamal, we just got a bit carried away. 

Kamal shakes his head. Pintu comes back with the letter and gives it to Kamal, who opens it 
and reads it. 

KAMAL (dully). I got the job. They want me to start next month. 

AR (false joviality). That's great! Congratulations! 

PlNTU. Yeah! When's the party? 

SUJOY. Come on, Kamal boy, throw a big bash. Three cheers for Kamal. 

Kamal extricates himself from the others and moves toward the ri ht with a blank face. Rnji 
looks up and moves to face Kamal at the cenfer of the tng . Light dim, highli htin only the 

two of them. 

RAJJV. Kamal ... Wher is this bank of your ? 

Even;body looks at Rajiv. Kmnal tnres nt him in horror. Even;body fr zes as the Ii rht:-dim. 
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'a space of togetherness' 

AN INTERVIEW WITH MOLOYASHREE HASHMI 

MOLOYASHREE HASH n is a theatre personality and teacher based in DeU1i. She is part of Jana Natya 

Manch, the well known street theatre group. In this interview taken in March 1999 while she was a 

teacher at the Sardar Patel Vidyalaya, Delhi, she talks about her experiences with children within 

the classroom and how drama in the broad sense can be evolved and modified to be an approach 

to teaching and learning. 

MOLOYASHREE HASHMI. We were doing a project on February. I thought, it's February. 

Let's do something on that. It began like that. One class selected a certain week and got 

newspaper clippings, pictures, which they thought were important. This group was from 

Class 4 which means they were nine-ish, nine ? Maybe some were 10 also. Now they 

picked up these pictures. I know that some of them were randomly picked up and not 

every child thought about it but every child got a picture. Then we sat in groups and aU 

the common ones-duplicates, triplicates-we threw them away naturally. Then they 

put them up. They helped me categorize it. Now all this is like a theatre activity when 

you are doing a play. And on the basis of this they did improvisations in groups. 

Fascinating improvisations about what February is on the basis of what they'd done 

what we had talked about. I did nothing, I sat back. Getting kids to do improvisation 

doesn't take time. And basically that is what theatre is also all about-creating a 

situation out of nothing. 

So here are a group of 10 kids who are given a situation. Sometimes I give a 

situation, sometimes I don't give a situation. That depends. And they create something. 

So they are doing all sorts of things, they are creating drama there. I'm not. Once they've 

created the drama and we've shared it, then sometimes I give them suggestions. 

Children are constantly doing drama. Even metropolis children who are quite over­

mature in many ways sometimes. Especially children from wealthy families with a lot of 

opportunities and enrichment-thik hai, sab dekh lia hai [been there, done that]-that is 

the attitude in many children. But give them an improvisation to do, it works. It's like 

giving them a painting to do. Then aU those cynicisms or the beginnings of cynicism they 

leave aside and things come out from within. They think they are doing theatre. ActuaUy 

they are not, as far as I'm concerned, They are working out their ideas in playing terms. 

To me that is why they are doing it. Their creativity is being enhanced, they are working 

together, which is a very important skill for any human being. A lot of things are 

happening-language, emotions and all that happens in theatre, and the confidence of 

being able to create. It is something that is actually fascinating. So they know that they 

are not doing a play and are not going to get up on stage and get a lot of claps. That 

applause becomes important for some people. In fact there is a child now in Class 5 who 

has been going to children's theatre workshops for sometime. He is very good, but he 

thinks he's doing something tremendously great by going to workshops. What is 

happening lo the child is he is unable to work in a group which is not performan e 



oriented. If it's performance oriented then he's fine, then he's very good. Obviously this 

boy's talents have grown, naturally these workshops have helped shape his thinking. By 

shape I don't mean, 'I'm a great adult, I must shape a child's thinking'. No. I think I've 

interfered too much in their thinking if they are going to not take part in an activity 

simply because it's not a performance. You can create joy by being together, it's like 
playing a game with a friend. 

Now kids often do play acting, what we call creative drama, it is imaginative play. 

They are constantly doing things. They are playing all sorts of games which we adults 

have learnt as theatre games. For example, we are given a piece of cloth and told to use it 

in different ways. Every child is doing that. And that is what I build upon. The 

spontaneity has to be retained. Yet it's not the same because somewhere I'm 

restructuring it-they are working in a group, there is structuring there, whether I'm 

giving an idea or they are thinking of an idea, it's not natural play. But it is not a 

performance. Even when we are showing it to each other, it's not perfonnance. We use 

the word 'sharing'. Let's see it, let's talk about it. Sometimes ideas that come out from 

there generate a lot of debate and discussion among the kids. So it's not performance, I 

don't have to be the greatest actor or actress. You don't have to take an idea from a serial, 

a film or even from a book. Think of something which you see around you. The fact that 

there is resource around you, that can create wonderful drama. It takes a little time for 

the child to be confident, but once it comes out and they see it, it works so wonderfully. 

Like what they did with February. The kind of things they came out with. One was a 

docu-collage. In fact one of these kids said, can we make a collage of plays? I said, sure. 

If a nine-year-old can think of this I think my job's done, I'm happy. Some of them did all 

the things that had happened that February. There's one group that did Kurnble-taking 

10 wickets. Each one was taken differently. And I'm such an idiot. I asked, why are you 

repeating it? They said, Aunty we are not repeating, he has taken each in a different way. 

They had set up that idea. A real-life event and an interesting thing to show. 

One group did just Nature, and Nature in different ways. They did something like a 

mime. The other thing was that they weren't supposed to use words. Their theme was 

Spring. There were lots of things happening in Spring like picnics and the Moghul 

gardens being opened. This is again infonnation, but used in this way. There was one on 

weather changes. It's not yet very hot, but it's not very cold, it's in-between. They did 
little scenes. Somebody did the board exams. They have elder brothers and sisters who 

were giving board exams. In the beginning I had simply asked them, what is so 

important about February? And they gave me all this information. I simply asked them a 

question. Then the fact that February had 28 days, the idea of the leap year-all this they 

do in academics. And days that're important for them-their parents' wedding 

anniversary, their birthdays, their father's birthday ... 

One class had no February-born child while another had eight. One of the things 

they showed was a February evening-everybody was watching TV because of the 

cricket. That started us talking about TV. They know I have a very poor opinion of just 

watching TV all the time. So they sometimes give me politically-correct an wers also. 

Usually I can make out. That sort of a thing generates more things. It was not just the 

newness of what they did. The fact that every scene happened to b different, , hich I 

thought was really remarkable. In a class of 40 there were five different scenes. The did 

it entirely on their own, which I found was great. I did nothing, not even guide th~m. B 

now, they are very used to using stools differently, using a chair differently. nything 

that they can pick up which won't break they arc free to use. 
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An hild /p d t a Jittl th tr , ·u tart d it, d ~ n't m tt r h r th 

r . Wh t I think i imp rt nt i , in t ad f nl d pla ' it' imp rtant t he 

h • t l · What I'm d in i not part f th -call d r ular t a hin tAfL t t atr m a un . • rv na 
I'm talkin bout ju t now is a time that I can do theatre or anything I want-A ti ity. 

I'm doin di cu si n , p rim nts in Scienc which wouldn't normaJiy g t don in th ir 

urs . lo king at singing, doing a lot f isual things-graphic , painting, po ter-

makin and c Hage . Th re i scope for doing all this, that's what this Activity p riod i 

th r for-for doing aU kind of things. That's why it's got this silly name of Activity. 
An thin go . There can b a er , serious discus ion on why we should believe in od, 

, h do ome belie e in God, and om don't, there could be toryt Uing, om kind of 

dr,nving fa diff r nt kind not what the u ually do. There could be theatr of cour e, 

danc , r ju t thinking qui tl and thinking about oneself, reflecting upon one If and 

th n c ming out, ith m thin . 

B t adting I m an ... If I'm doing English, if I'm doing the sciences, how can I u 
th atr t h Ip me a a teach rand to make a child learn better. Because on thing that 

happen , 1ith an thing related to dramatics is that you actuaUy do it either by talking or 
with rour entire bod . So you are using space, and learning through space is something 
children find \ er useful. I'll give you a small example-solid, liquid and gases. I want 
to explain molecule bondage. Suppose we three are molecules. When we are gas we are 
fre in this room, we are all over the place. We can run around. We can come close if we 

ant to. We can mo e around, nothing prevents us. When we are liquid we have to hold 
hand . There is a bondage, if we are holding hands it can still give movement, a flowing 
mo ement. You show it in class. I get eight kids-if you were molecules of gases, what 
, ill ou do? They have a gala time running around chairs and tables and the like. But 
ince they are gases, they can't talk so they have to keep quiet. When it's liquid they hold 

hands, they form a line. One class asked, Aunty what will happen if we complete a circle. 
Somebody said, we'll form a drop. It's technically incorrect but visually that person got 
an idea. I explained to them it's not quite like that but visually I can see why the are 
doing it. I can't tell them that this is correct science, but they have got a point. When you 
are a solid, you'll be standing very close to each other and with your arms on your 
shoulders and tight, rigid, you can't move. So how will you move? You have to mo e en 
mass . Unlike liquids and gases, it will have to be lifted en masse. Visually it is seen 
through the body of the kids since they are doing it. I'm giving a suggestion here and 
th re-they are asking questions which others answer. Can we climb out of the wind w 
the a k and I allow them, provided we are on the ground floor. Can we roll? Yes, some 
object you can, but can you roll a table? Somebody else will point out, if it's round th n 

it' ea ily rollable otherwise not. This is what they've learnt in maths-well, it's practical 
knowledge. Then I tell them, say you are a solid and the bonds are really strong, ay w 
tart applying heat, what will happen? The parts start withdrawing, then you withdrav 

and ithdra b cau e there's more heat. You become liquid and then gas. Then g 
on t lution . If there ar eight kids get four to be molecules of gas. Th oth rs di olv 
in. What i i r to dissol in? Can you dissolve into a solid? You can't, b cau 'Cu 

n't g t in. Th y r o clo to a h ther that no other molecule c, n qu z thr ugh. 
do nd b h ld th y ha g t to th liquid tag . B au n t v r thin.,. 10 

di· J 

h 
• his i 01 thing t a h r • hould b doing m r, an i m r '. l 
' f m th • tr b, gr und but b u ·, I .. nj t .. rl hing. l ts >f 
thing . In L ngut1g la·· s, f r , ,, mpl , th,, j 1 l t )f 



dramatization of P ms r t ri . But I'm at gr at pain t not only d dramatization 
but h w t 1 am m thin thr ugh what is actually ery dramatic. It j th atr , but it i 

n t a pla . It' a th atr gam . ncr te to abstract-th basic precept f ducati n, as 

v. k p n telling the teach r that. What happens is concrete things ar not availabl in 
th cla r om. Tak an ordinary go emm nt school or a teacher who is lazy or a teach r 

"' h ju t d n't kn w wher t get it from. I'm not denigrating teachers, I wouldn't. I 
w nd rful work happening in gov rnment schools, much better than the o-caJled 

public eh ls. But ay I ha e nothing in the classroom. I have two things-th teach r 
and th hildr n. Without the e two lements no class can take place. There do sn't have 

t b a blackboard, doesn't have to be a room. It only needs a space of togetheme s. That 
i what drama begins with-when you do theatre you need audience and the play rs. 
But her it' not alway audience and players, it's the togetherness much more. 

For ample, counting. Instead of doing counting with objects, just do it with the 
kid . There are two children, now there are two more. That is a kind of theatre-using 

our body. And in Odd One Out-it's a very important skill, looking at differences out 
of a host of similarities. It's a \ ry important pre-reading skill. And it's a fun thing. In a 
class there are children with different kinds of hair-bound to be. Some Jong, some 
short, some with two plaits-you have to make a choice. A group where all have long 
hair except one with short hair. Tell me, who is different? But suppose there's one 
Sardatji and one little girl with short hair. Then they're stumped. He is dilierent, because 
he is a boy. But in a group of girls, she's different because she's got short hair. So you see 
categories of difference change. And that is what happens in theatre, things acquire a 
different meaning in different situations. What happens is teachers often do things like 
this in the class without quite knowing it. Doing a dramatization of a story is important 
and essential, but it's not enough. 

One thing is very important though: theatre cannot replace proper-and I'm not 
using 'proper' as a value-judgemental word at all-teaching of nouns, learning to di ide 
or learning to simply read. I'm not saying that through theatre I can teach 
Trigonometry-of course I can't! They need to be taught the way they are. That is the 
level of abstraction which you need to achieve. You mustn't think that theatre can 
intervene in everything. Certainly not in the very senior classes. Mayb once in a way, 
like in Statistics. For example I have a set of statistics. From there I can make an 
interpretation and do something around that. I can link it up like that but in t aching 
Statistics I can't. I don't think it can be done. If someone can do it I'm willing to try it out. 
I don't think we should force ourselves like that. Everything has it own plac , 
requirement and need. I'm not saying History should be taught through th atr , but 
theat~e can find a place in a number of subjects, certainly in the juni r an middl 
school. For example we can have a little market scene which a bunch f kid and vi 
themselves. That is the whole point. What usually happens in th class i , th t a h r ts 
it up: you will be a shopkeeper, you will be o and so, you ill b nd . I think 
theatre ends then. Instead tell them, okay, you'r going t do, f th M th r 
booth-think of th kind of things you'll ne d. That' wh r I\ ill guid 

th guy who sells and p ople who corn to buy. Anything l . 
n d a machine. So mak a ma hin . I am nl gi ing th m 
Som hildr n don't ne d it. oon they ompl t l di r rd m ... and l'm \' r • 

h ppy th n. Initially th r ' th t h itati n. Wh n 
hav to d it r ali ·ti all . With mon y-h r '. R 
doing I ul ti ns. Y u n bring in rn, th r th ' ·h r t )ri ·ti : t f th-" li 

u 
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Beginning with simple shapes like spheres and cylinders and going on to complex 

prismatic shapes which a child of Class 5 will be aware of. Here are these characters­

let's make a little drama out of them. You are getting them to use their knowledge of 

maths. I don't know what a prism is. I've forgotten. So they'll tell me. So it's 

reinforcement that takes place, not fresh teaching. Theatre can help in initiating a session, 
in explaining and reinforcing but not in the actual teaching. It can't supplant it. It can 

onl support it. 

I think there are three aspects of theatre in a school. One is what the kids watch­

their peer groups showing a play or some expert from outside or something. Some kind 
of performance-it could be theatre, it could be a dance or mime or whatever. That is 
only watching-T.I.E. does it-then there is discussion. The other kind is when they are 
themselves doing a play for performance which they do once or twice a year. And the 
third is something which they don't know is theatre-what their teacher does. And that 
is when it comes into their actual daily experience. And it's the last which I'm personally 
interested in, because that's where I've been able to do a lot of things partly because I do 
theatre. I find it has a lot of skills which are actually skills of learning. They are the basic 
theatre skills-you have to observe, you have to listen and those are learning skills. 
Looking, observing, expressing, understanding, analysing, debating, experimenting, 
making a hypothesis-all these happen in theatre. So I found quite a natural sort of ... it 
was quite by chance that I happened to be interested in both. Probably if I was interested 
in something else I'd find connections there also. I'm sure. Because there are connections 
everywhere, it's for you to make them meaningful for yourself and others. 

So it started coming in, lots of things that I would do in the class from theatre games, 
making slight changes to make the level different because I teach young children. It can 
become a very interesting basis for going into something else, either as a game or a 
improvisation technique or simply to look at things differently. I sometimes change the 
subject completely. Change it a little and the thrust shifts totally. Suddenly you find 
what I was doing with Class 1, changed slightly, can become a different kind of thing for 
adults. There was a very simple theatre game-giving out chits of paper which had the 
name of an animal on it. There was cow, dog, cat, hen, duck, crow. See it, put it away, 
close your eyes, then make the sound that that animal makes. And try and locate your 
family and hold hands. ln a group of 40 there would be these five animals, eight of each. 
There would be two minutes of intense noise and cacophony. You have to listen and 
identify, get your cue and respond-basically theatre. In Class 1 when I do it, I do it 
outside and I help them a little bit because they are so excited. For them basically it is 
following instructions. I've done it with teachers in a workshop, where, for me, it's the 
£act that it's okay to touch the children. Specially in a mixed man-woman group, it's all 
the more important to do it. Even in a single sex group it's amazing-they are not 
willing to touch. The fact is, it doesn't matter if you're a stranger to me, it's okay if I 
touch you. The first time it's not an easy exercise. You do it once or twice it's very ea y. 
TI1ey are not o excited like the children but in the process they are touching lots of 
people-they have to. They are also exploring space-a workshop space which is theirs, 
mine, it's our~. There's no wall between the two, it's not a ledure. In the workshop we 
have to move the chain, away and it becomes a common space, accepted spn e, my 
space. All lhis happens-they don't know it's happening-I know it happens bec,nise I 
:.ee it work. I can bee the body language "hanging. o the same activity is a tu ill, 
serving different purpos with little !>hifts. 



I' b n t a hing m an uage and cienc a a t ach r, occa ionally Maths. In 
thi th • ome n call d the Homeroom T acher for every cla . And that i 

r all an t n i n of horn right from Nursery to Class 12. For tw y ar the 
H m r om t a her is with that lass and they also teach one subject. Let u ay I am a 
H meroom tea h r for la s 4A and I also take them for Maths. Other teacher wilJ b 

ming in f r ther ubjects. And I'll be doing Maths and Science with other classe . My 
H mero m group will have me as a Homeroom Teacher for two years which means that 
an problem can b brought to me. So what happens in a period of 30 minutes-30 
minut i a l ng time every day. There are lot of things different teachers do at their 
o n lev I. Eith r they do little activities, do games, do reading, they engage children in a 
pr c her th r is a lot of interpersonal care-inter-, intra-, with the child, with the 
teach r, all that. And that time is very difficult to qualify or quantify but that is the time 
that r all bring about a lot of changes in thinking. Not thinking in terms of specific 
acad mic ubject , but thinking about life. Let us say there is some festival-how I'm 
appr aching the festival will also determine what I'm doing with the kids. If I'm only 
telling them how important it is to pray to God, I'm completely closing off the options of 
the child. There could be people who don't pray to God or pray differently or pray 
in ide their heads or who don't pray at all. So it depends on what focus I'm giving. I can 
do Holi with them by giving them a long lecture on how important it is to play Holi 
decently. And some teachers do it that way. Some people will do it through generating a 
discussion or through a story or getting the child to look around and make rules. What 
rules will I make for myself when I am having my food or watching my favourite TV 
programme. I'll make a rule for myself and for the rest of the family not to disturb me. 
There are rules. Some are commonly accepted rules like traffic lights. We have agreed to 
follow a set of rules. That can lead to a discussion on how rules are broken. What a child 
can do when fathers or mothers break the rule. It's very risky, you could be killing 
someone-I have no qualms saying it. All sorts of things can happen in this Homeroom. 
I always blend subjects. If they've done something in Science and I'm teaching English, I 
always feel that I should be connecting the two somewhere. Very often they find a 
natural connection. Games, thinking, philosophizing-this is the background of 
Homeroom, this is the purpose of Homeroom. So the Homeroom Teacher is forming this 
bond with the child, and through the child the parents also have a bond with this 

teacher. 

My principal called me some years ago and said, I want you to take one period a 
week for every class in junior school. Doing what? What you do in your Homeroom. You 
think about it and let me know. That is her trust and faith in my capabilities. Initially w 
started with a science activity centre where apart from the routine lots of other thing 
would be happening. This is how the whole thing got linked up. What do you do, in 

your Science Homeroom classes or in the junior school? What does Science mean for 
junior school and the fact that all the streams come together? Should w call it Int grated 
Activity? I said, for heaven's sake don't, let's only call it Activity. When w aid cti ity, 
kids thought it meant craft. It's not craft only. I was absolutely un ur f what w uld 
happen in these things. Because it was too wide and open a brief for m . Th t' wh n I 
started making all sorts of linkages and once I start d thinking I t rt d g tti.n ne1t 
ideas. If I'm doing English nothing prevent m from doing Hindi in th t p 'ri d. I 
personally f I parents tead1 English at home. Okay, I'll do m thing ls . Wh h ul 
I burd n th hild when they ar doing it at horn ? W r pl ing m' , thinkin 
about n w words. Th n w make gam s for our l . Th t i ,. h. t h, pp n wh n l 
t ach a ubj t-drawing in diff r nt I m nt , diff >r "nt r sour ·cs, di t r nt ·kills r m 
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th atr t Tri n m tr t I bra. Th d n't kn w it' Alg br , 1 d n't t 11 th m I'm 

d in l bra, I d n't gi, th m th f rmula. It' th nc pt, th appr h nd kid d 

it w nd rfull . TI,at i "'hat a ti ity i all ab ut. nd theatr c m in ry n tur, lly 

h r . But th r ar month when I don't do any theatr . But \ r th y ar what I' 

tri d to d i balanc ut thing . Let' a in a given period of tim , I nsur that I t 

cliff r nt kind of treams ar intertwin d in the child' experience. 

Thinking ind pendently i one of th major things that come out of tru . And the 

nfiden t xplore-whether it is exploring an idea, whether it is exploring a 
drawing, or omething to do with games, or theatre, or Science, or whatever. Thjs 

nfiden to xplore and experiment, and independent thinking-that, I think, is very 

imp rtant, because if that i there, then you can always learn how to do something. And 

I think by and large they enjoy it. The other thing which is also important is working 

t gether, working in a group. And here they are getting situations where they work 

tog th r. 

A group of people in the Central Institute of Education, people deeply interested in 
Education felt that the B Ed. didn't quite equip school teachers for elementary school 

teaching. You had the primary teachers' courses and you had B. Ed for middle school 

and above. But in between, there was nothing specially for that. So you had nursery 

trained teachers coming in to teach 1st, 2nd, and may be 3rd or you had B. Ed's doing 

4th and 5th. This is not to say that the teachers were not being able to do it. They were, in 

spite of a lot of odds. But the point is, can we do something more focused for this age 

group which would be far better. That's how it began. When they were formulating 

what the curriculum would be for the four years of B.El.Ed, theatre was there right in the 

beginning along with hands-on practical teaching. The fact that this cannot be only a 

technique of teaching but an entire approach to teaching was emphasized. They had 
talked to a large variety of people including teachers, principals, educationists, and 
academics and then put everything together. 

ow I've been a school teacher all my life. My experience has really helped me do 

lots of things which I know will make sense to them. It's because I have kept abreast 
with theories of education and generally been aware and alert. But my experience of 
working with children in the classroom situation has also helped. What I am doing with 

t acher trainees is taking Dramatics into colleges as part of the Bachelors in Elementary 
Education. That has been a wonderful experience for me, because I know that 
omewhere I have been able to make this meaningful for them. Our purpose of having 

this particular curriculum for the B.El.Ed. first year is not only giving them certain kill , 

but the d elopment of their own personalities. That has certainly begun. And an 

rientation towards pedagogy, and the philosophy of pedagogy. What happens often i 

that w verlook this most important thing. If I don't know why I'm doing something, 

th n ry often there's no goal. Of course I'm doing it for a job, but there is somethin 

als a purpo . I may not be doing the Philosophy of Education, I may not b 

doing th Principle of Child Development, but I've worked so long with childr n th t l 
can't h Jp bringing in all that. It' not a formal theory cla s, but I draw upon that. nd 

·in J w what th r t of their ubjects are, I am able to make linkage in th h p 
th ar ing m mak linkage , they will al a teachers-mak link 

Dram ti in 13.El. d, th id a i n t to make th m theatr p opl . r fr m 
j . F r, f r fr m it. It' b i aJJy th ir wn p r onality dev lopm nt, th r lati m hip 

b d g g nd phi) • phy nd to b abJ to u • m) f th kill in a "'ltt ·r m 
~it ti n. An th n I dr, w up n th >ir wn s h ling, whi hi, r, g d. lin 



, a 20 nturi ago, whil their as ju ta couple of y ar back. That helps a great deal 

in I king at t a her , r fl cting up n th fact that, okay, what i a t acher? It' a very 

diffi ult que ti n. u ann t mak a d finition of thr e words. A teacher is lots of 

thing . I'm ju t h pin that th ill b p n p ople willing to draw upon their own 

r urc and th child' r urc in th cla r m. 

[Int rviewcd by Vikram Iyengnr n11d Ruchirn Das, Mnrcl, 1999, New Delhil 
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'a self-learning process' 

AN INTERVI W WITH ASHISH GHOSH 

DR HI H H H i an actor, director, inger and children's theatre activist based in N w Delhi. A 

t a h r of Political Science to undergraduate and post-graduate students, and drama in relation to 

ducahon t B. El. Ed. tudents, all in Delhi University, Ashish is also the Joint Director of 

De eloping ountries Research Centre, University of Delhi. He is the Founder-President of 

A ANT (A ociation for Na cent Art and Natural Theatre). In this interview of April 1999 

uppl mented with additional material, Dr Ghosh speaks about the development of hi theori s 

and methodology in approaching children's theatre through his experiences of working with 

r anizations uch a the Sahitya Kala Parishad and Bal Bhavan, and later the evolution and 

bj ti es f ANANT. 

ASHISH GHOSH. My family was involved in amateur theatre in Delhi. I wanted to join a 

college with the intention of devoting more time to theatre. That did not happen to start 
with and I found myself engaged in research-oriented fieldwork. It was exciting in its 
own way, but kept me away from theatre for five long years. Then in 1980 we opened a 
chool in Chittaranjan Park, which ran for six years. The name of the school wa 

Vivekananda Sikhsha Sadan. We wanted to emphasize certain ideas like activity, 
orientation, community participation, mother tongue at least in the primary stages, so it 

m ant a great struggle. But we could successfully introduce some aspects of community 
participation including dramatics and performances of various sorts. Well, you can do 
that by pulling resources from the neighbourhood. But, then, it turned out to be very 
difficult to continue. Faced with financial problems, problems of building our own space, 
qu tions like 'what is the use of the mother tongue?', admonitions of 'be practical'-! 
felt as though I was living in a fool's paradise. 

It i then that I thought, since the school was gone, perhaps a special area for 
children could be created through dramatics. This was primarily as a reaction against the 
formal chooJing system where the equation stands thus: the children don't know 
an thing and the teachers are the knowledge givers; we have to give and the children 
h t tak -an establishment format for passive learning. There is som thing 
fund mentally wrong in that approach. No one can learn unless one wants to learn. Can 
dram ti h Ip in b tter learning? Can we do something to help children be 'agent ' of 
kn wl dg where they can learn alJ by themselves, and where the teachers ar n1 
f cilitat r in that learning process? So that was the starting point. 

In 19 6 l had long hat with Rati Bartholomew; we exchanged our view n th 
l l f th tr in g n raJ and hildr n' theatre in parti ular. We agr d to appr a h 

K I Pari had KP), the v mm nt of D lhi' ultural wing, with a prop al 
iJdr n' th ~ tr w rksh p in umm r, in diff rent part of D lhi. At that tim 

' tJ n t all that popular in D lhi. Th r wa th Nati nal h )l 

I ) hi h h d r h p in D it If, R kh J in u d t d ~ m thin 
g, l3 r John pr pag ting th fr h id l f 'th 

r • w r ~ ( >w tl r , Ii • Pr bhjy t Kulk, mi. pp h • i , 1hit 



Kala Pari had n an p rim ntal ba i , k ping tw r thr e major d p rtur from 

pre al nt n tion in mind. On wa to 1 t theatr b d centralized and allow it to 

happ n all o er Delhi. umb r two one m d the usual cene for childr n's th atr 

, her on mad a cript and childr n a t d it out. Thi entire proce ne ded to b 

dra ticall hanged. Th hildren' abilit to mak their own script wa to be 

rnpha iz d, lettin th m l thr ugh dramatics. hildren were to be their own 
pok s r th ag nt f th ir own er ativity. lt is only now that we hear so many 

p pl claimin that childr n ar d ing th ir own cripts, and that is a very positiv 

appr a h. Thr , w want d to r r e th cenario of children parroting the director's 
in tru ti n , and la tl , t gi e th impr sion to the children that theatre is not an 

'P n i affair. hat wa unf rtunat ly a notion prevalent in children's theatre at that 
point of tim . Th dir t r uld have a script ready and the children were made to do 
thin lik in an adult pla . Thi scenario needed some drastic changes. We wanted to 
mpha iz that hildr n ar quite capable of evolving their own natural game of drama. 

Th qu ti n i : an u ha children evolve their own production and call it 'theatre'? 
In th We t th hav term d uch plays 'creative drama'. Children's theatre is serious 
bu in th r and d n b train d actors. My answer is, 'Yes, we can have children's 

th atr pla d b children,' but this will be special theatre. Two centres were opened in 
th fir t ar and I think th difference was quite remarkable. For four years I continued 
there th ugh Rati l ft in th v ry first year. Both of us wanted this experiment to carry on 
through ut th ear, not as a holiday affair, but then Sahitya Kala Parishad could not do 
that. Rati di c ntinued but insisted that I continue, so I continued for four more years. 

So that wa the phase with SKP. We were trying out certain things, when all the 
script were created through workshops. We tried to develop a particular method-first, 
coming up with an idea and through the workshops, through the games, through 

arious ituations, we tried to explore the possibilities of that idea. Then there were story 
sessions and when the story somehow got linked up, we worked on the sequences. And 
when the sequences in tum were built up, we got down to the joining of those sequences 
and to seeking out the nuances of the story. So what really emerged is that the children 
had a particular perspective on things and it was very important to project tho e 
perspectives. This is my idea of children's theatre: where children explore and create by 
viewing the world through the lenses of child drama. The director's job is to facilitate, to 
ensure that children play their natural games, and to take care of the variou 
technicalities of theatre. It was not direct education as such but more a self-learning 
process. We feel that this is very important in. society today because creative pace are 
shrinking steadily. My approach to children's theatre is to provide a platform wh r a 
child can speak out. Adult actors can never create this universe of childr n on tag . 
When adults do children's theatre, it is a different thing. What is that special method that 

one could apply to children? To start with I thought that the dir ctor h uld b th 

facilitator; not directing or controlling-something which has becom o dominant in 
theatre thes days. He is not there on stage but his input becom s so cl arl id nt-a 
if it is the director's play-wher as I think theatre is ess ntially an act r' m ium. 

After this SKP project I reaJly did not d mu h for about tw yeaL pr i 

I want d a plac wh re I could continu working f r om tim . Th n in w 
r gist r d our group, ANANT-Asso iation for N s nt rt and turnl h tr . lt i~ 

true that hildr n's th atr has provid d m with impl c1n in' 
qu sti n d aling with mpl x th or ti c1l i u . ir ·t, it h, ct t l thr u lh 

empha is on th pi y l m nt, v ry n, tur I to hildr n, i v r' imp rt nt. 
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mu~t t c tr ,1t :i . ) pr e . c f. •If-a tualizati n. Third, I find that nm \ h "re in 

-hil ~ircn·s th ,, trc H in a hild' "f epti n of th' world there Ii ~ omc relation to 

Cl'lebr.1 ti n ,rnd fe. ti\'it_ . n,c l m nt f fun and jo , th r ati\ madne , th fan ta. tic 

.m :i tht.: lar r-than-lif , all th m t r ach ut b nd our dail h rizon . Thi. too is 

f 'sti\·it\': t r a king th mundan , e peri n ing th r 1 a e. Childr n', th atr mu. t 
pl'rie;, this r l a e in a m d t c lcbrat 'Th hild Within'. It i in thi \ c1 that 

·hildr n' th atre i uni, r al. lf on can link up \I ith thi f ti, a. p et or the 

el brati n a ·p t then it b corn mor jo ou •. 

nf rtunat , theatre v r the ar has rov\ n ith r int 11 ctual or flim y. lot of 

childr n's th atr moraliz or impo e adult idio ncra i • on th child. That at time i 

Mein, 1987. 

tamped as popular-before parental crowds or peer groups or patronising YIP 
praising the moral of planting trees, the cries against child labour or environmental 
degradation and so on. What is popular? That which is propagated and patronized? r 
that which releases you into joy and freedom? For that, the creation of a festive m d i • 

very important. Traditionally, theatre has been part of a bigger festivity. The i u i. to 
re-create that mood. How that could be done without a larger celebration, say as in Ram 
Lila? How to do that with the children? Three critics (those days the newspaper riti 
used to come on their own) used the same caption-'New Trends in Childr "n' • 
Th atr '-about my very first play, Me/a, which was a 15-minute enactment f a ,,, •/7 

(fair) sequence and about Rati's Hoshiar ki Diary. The review did n t di u ·s tht> 
theor tical or techni al asp cts-these might not have been clear to th m-but n w 
tr nd w re vident to th m in the use of the props, the imple mak -b Ii v , th, nr1s ~ ~nt 

approach to x hanges between buy rs and s >llers, the pontaneou g, m •s pi, ed , ith 
toy wit h nd th fairytal mod~. ll is th >re that I discov 1 rcd tint fonta • is i, 'ply 

root d in th dailyness of our liv ~-If, during my hildhood in th' villc1g •, 1 pr 'll'nLkd tl, 

J 



b r bhiman u "'ith a sti kin my hand puni hing th ' , h b . , n my s ru son my way 
t , i t r , m o n hild in the ity would do th sam a up rman. Fantasy i. r i'lt d 

b th mili u. It wa thi P r P tiv of looking at the world that i big and has to b 
ma ~t r d. B th th pla in differ nt way did thi . 

ln Me/a th r wa n tor at all. At particular point children w re in particular 

p t , ma b on buying ic -cream, anoth r watching bandar nach and the third Iling 

om thing ••• all s rt of a tiviti w re happ ning on tag . I rem mber Surindar 

Mathur, r tar of th Sahit a Kala Pari had, crying out nervously during the 

t hni al r h ar al, 'A hi h, ye!, kyn ho ral,n hein?' (Ashish, what i happening?) Th 

Khel Khel Me111, 1 88. 

impl devi e was that the children would be in particular pot at parti ulc r morn nts 
but b t\,v n thos morn nts th y were free to do anything. W play d , gain nd g, in 

to make ·ure that the " 'extra' activities did not hamp r th flow r di turb n m in 

action at an on p int of time. This cone pt of fr ed m with limit g ri ' t 

pontaneity. This spontan ity is a v ry import nt thing and th t d v lop thi~ 

pont n=>ity without losing track of th bigg r pictur w,. th ·impl i >vi e th1t \ t' 

worked on. 

I KRAM JYE AR. S this wa th r in th-> tu, l ·h \ , m ning th • \' 'r' t tl 

impro i~, s long as th y ould, on th d of th sh lW. 

A • Y ~~, J a· pt it as a prin ipl th, t no pl is a pr) iu t. It'~ n )t l fin 11 p iu ·t. h •rt• 
w ~ n) • ipt. Ml'l11 w, s n, -'f \•vritt n, in f l it • >ul in't b • \ ritt •n. lf m' h l • tt wnk, 

lh ~n on~ J d~ to go into littl , J > • ripti n • c. l • >, in i tht!n it will l > ·' th' wh ll' ~ • - ->n 't'. 

·r h, ~ub~e4uent pldy~ h- d v >r g wd st i -, ·onu of\ l i ·h I t I i t) w it' tmvn. E' n 
Bdl Hhd an, wlwr • I worke i in th • ,w t ph,1s ·, w ~1\:' v 'r '1 lt•r t > put,li_ h tht> ··rip~· "l 
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w tri d t rit th m d wn. M n w akne wa I did not ha ntrol v r the 

Ian uag i .. Hindi but thi had another advantag . B cau I wa w ak in Hindi 
what er inputs ame, came mo tly from the children. Henc I becam a riptwrit r by 
a id nt, n t by design. Because wh n the play is being put together w ar not alway 
ur , unlik a tructured play where you have a lot of pre-planning. It doe not work 

that way for u . In a workshop situation there are hundreds and thousand of reflections 
and quences made but ultimately what will happen or what may actually be 

inc rporated in the play might be just 10 to 15 percent of the whole thing. You do not 
always know how the links will be worked out. So there is always an open-ended air 
about it. There is scope for improvisation-in my opinion the essence of children's 
theatre-only when the basic structure is done. In absolutely structured plays children 
are reduced to tools in the hands of the director and I do not support that form of 
theatre. I hate that sort of work, where children are used as puppets. I believe that they 
are the agents and they must be able to do things themselves 

Two things emerged in the Bal Bhavan phase. One regarding methodology-the 
approach of 'extending child drama to theatre'. And the other regarding the use of 
available resources and what it meant in terms of children's theatre. Previously, in the 
Sahitya Kala Parishad, the concern had been about the formal notion of children's 
theatre and the aim of making plays by children. In those days I used to frequently ask 
myself, 'what is stage reality?' or 'what is the meaning of space in theatre?' I tried to 
arrive at the answers by observing children and by being part of the play-making 
process. That gave me a lot of insight into the art of theatre. In Bal Bhavan, I came to 
accept that the perspective was also the methodology--extending child drama to theatre. 
Children act and this is the process by which they understand the world and their 
surroundings, and this why they imitate elders, parents, teachers, even cop-and-robber 
situations while playing chor police. To me, the question was whether child drama could 
be extended to theatre where we facilitate the children to act/play not as professional 
actors but as natural players. So if we incorporate direction and design in all these 
activities, it should only be to enhance the children's playing quality and not to show off 
great directorial capabilities or a designer's magnum opus. The dramatic element is very 
important, the festive aspect is important and the open-endedness of the script is 

important; and of course, the children's own perspective of looking at things is very 
important. These are things we added on in the second phase at Bal Bhavan. 

v1. Did Bal Bhavan approach you or did you approach them? 

AG. I never approached anybody other than Sahitya Kala Parishad. Bal Bhavan invited 
me to do integrated dramatics. Bal Bhavan is a place where you have everything under 
th un. It philosophy is similar to what I used to work for-open learning and a 
mov ment away from formal learning, where children can participate in any a ti itie 
th y hoo , according to their interests. I was invited to do a special drama cour f r 
hildr n called the Integrated Performing Arts. In that course I was off r d n 

pupp t .r, n dan e teacher, one music teacher and one artist. So ba i ally th f ur 
l m n . I uld alway get more if I needed them, that was th under tanding. In th 

fir Y ar 1 uld w rk with all the e four people and the produ tion wa l all 
h d by v ry n b it had o many element in it. The plot wa ntir l l d 
b th hildr , b) nding r ality and fanta y in a v ry r ativ way. It wa 

f a n P n h A I I y of Kn t ). It tart d with a ery inter ting id < . nd 
a < f t..l h ~ d th m, 'J\np I , ki k upar piny banana .hnht h J ' nd s v r I 

ugg t d kit flying, and the r t f th m a r d. In B 11 



Bha an m hi1dr n r fr m th 1 w r middl la r f mili of 
handni k and ld D lhi, r fr m th tran -Jamuna r ttl m nt I ni . Th y 

ntr 1 but th y w r v ry int r t d and phy i ally fit, , y u 

uld a k th m to d an thing; th y w r al o ry mi chi vou and had t b 

tri tl . How v r, th cam up with th id a f kit flying which gr du lly 
rt f r ar h pr j et. What ar th r acti n f th parents, what ar th 

r a ti n f th n ighb urh d? What ar th r actions if th r is an accid nt? Th 

workshop tum d ut t b a t l for in tigating th ntir phenom n n f kit flying. 

Kit fl ing i a gam f kn t , n t impl f th kit but of th r related things-their 
a ti it ti n whil fl in th kit . o two parall I tori m rg d, th form 

wa fl lin a fl ibl . It was n t natural and thus there wa a lot of 

dan wa introduced, as was music, then puppetry. Toes were 
• initiall b th hildr n following which th designer added his final 

t u ll am th r r ally effectively. 

In th n ar at Bal Bha\ an p ple took things for granted as happens in a sarkari 

instituti n- u r all ann t d t much. Ultimately my work was reduced to chasing 
mu i t ach r and dan t a h r , o I gave up. But then they did an excellent play 

ba d n th in tituti n f th g ernrnent school. Most of the kids were from the 
go mm nt eh I and that th first time we became aware of certain thir:tgs that 
actuall g n in u h h 1 . I mu t share with you the incident which served as the 

starting p int f r thi pla . Th r were two Muslim boys who were part of th 
work h p. On da th am t m house and one of them said, 'Tomorrow I have my 
exam '. I aid, 'If u ha ur ams don't go here and there, just go home and tudy.' 
And h aid, ' ah i, mera bha i d de a.' (No, my brother will sit for it). I could not 

a a ing for quite a while and neither could he understand my 
urpri at hi an v. r. Th n I am to know that this is was a very usual practice in 

go mm nt eh I . Thi y ar, in contrast to the first year, we were all hunting f r a 
them and n n of ould not agree on any one suggestion. So I asked them 'Can ou 
mak a pla n thi ?' v ryon agreed and we started working on th childr n' 
p r anal xp ri n in govemm nt chools, from which evolved the play Chor Chor. 
That cam out t b an inter ting way of presenting issues, specially th h rror f th 

pre nt ducation sy t m. It was covered by two-three n wspap r and flc h d b 
I-they probably got attracted to the ·topic of the play. Wh n ver th r i m thin 

n ational, more p opl corn for it. N wspapers u d fr nt pa pti ns Ii 'It' n 

mor child's play', 'Stud nts tak their tea h r to ta k' ... It i th n the t I d th t 

om thing r ally rious had to b don with th ducational - t m. 

ln th third year w att mpt d an unusual play-c 'n n n ' plc. 

w v ry int r ting. Wh n you a k hildr n wh t . rt f , pla th 

]ways ay s m thing 'ji me 111azn na jnye' ( om thing hi h i fun t 

w nt t J , the_' 
. I 

wa w rking n th n ns n I m nt and th u ht, I t' • h th r n ns 'n • • rn 

hap .,n r n t. Th 1 :>nd r> ult J think h d mor )r I • m in ut:; it w1· 

hildr n' input, m r f j int ff rt. 1 ut I h :it g t tl ·hil r •n's in ight. h 1
t\ ·i.' 

th "r" w s n p i tin d ing hildr n' th tr >. n 1 h • t) .., t th \ir f 'fSf • ti\'' fh41 f l 
w II d o-to-pn-la-~n-gu-rd-'ji ·kn koi sidltn 111t1tlal, 11 •}11 ha111' I'h lt 1 hi ·h h, • n 
n nil g). TI story w, , w) 1 , re u, t a ~ulr 1 ll H \ h) b' r th r, ,t bu l \n t 

tr dili n, whi h I arri ··in I i j/10/u ( l i~ b 1g),, dth thr \ l 1n hb h mi m lint\ 

nlinwty. 'I h thr , d ,, ti at, ·1 11 , II• :i th • til lgl:. 1 I'.-, h • ti' 1 n , ' n t ,r ,\ n ,,, 
ll r ,d h • , ol pr ,,cJ u' th •r. Wh n I \ ltll'rnpl. t i s th • ,tH l • .1tu,\lt 111 

, m •h h, < ti c11 tl • J ,H, t •rs orn, ml u ·in 111 th • 11 )f m l • ·t 111\L th.1t lh' 
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_ utradhar rri .. ~( 'n n. --nse' :ituc1ti n did d \' 'lop, l ut th t ~nd "'fl wa: l( fell I bcKk 

llf on', en. -'. faking ;l n ns n. c play i. r 'all 'diffi ult. 

In Bal Bhc:l\ an\\ c tri d t 1 proj"' t ·hildr n's pla., s for zidults of c1ll cigr .. It c1s not 

lik th arli r childr n' pla for hildr n fall ag-s. lwr hor--hildr 'n giving ,1 

per. p tiv , hildren aying that th s thing happ n in hool but not in a complaining 

ton. Th-r ar man int r sting tori b hind its \Olution. But th n thcs c1r th 

thing th t w adult mu t e ; what r was happening w wer not Ii. tcning to it from 

a hild' point of iew. It i always th adults who wer int rvening and trying to say 

thi. i what u ar . o we tried t mak a point here-that th e are play mad by th 

childr n for adult . Like the simple dictum that ev ry man ha a child in id him-

imilarl e er child ha an adult within. In that self the child is 'like' an adult­

ob rving, imitating and internalizing the 'adult'. That is why every child can rationalize 

lik an adult but he has his own logic, argument and way of saying things. 

The econd thing that happened was the gradual link with education. And by 

ducation I mean more than formal education. We did a seminar with some other theatre 

people earlier where Maia Hashmi was present. It was organized by Poonam Batra of the 

Central Institute of Education, Delhi University in January, 1998. They had started the B. 

El. Ed [Bachelor of Elementary Education] course in which Maia was also teaching. They 
were , ery eager ... they understood the necessity of introducing arts and particularly 

dramatics for teachers-the prospective teachers who were then students. But they were 

not "ery sure in what way it should be given shape, so that was the beginning. In that 

panel discussion there was Maia along with Abdul [Latif Khatana], Barry Uohn] and 

myself. In fact, as far as I can remember, that was the first time some exchange of 
dialogue took place between theatre persons on children's theatre. For so long we had 
not gi en it any real thought, we had only been working on mental images. 

Children should play, playing is necessary. It is necessary for his motor reflexes, for 
exploration of the physical space. But why is it necessary that the child does dramatics? 
Wh is it such a basic necessity? Simply because the child also needs to explore the 
mental space. That is my theory, and the question now is, how can that be link d up 

Tilli Boli, 1989. 



with education? Unfortunately this self-1 •arning process is ;ibsolutcly curb d in our 

formal schooling system where it becomes a one-way traffic. an we build up sp;ic. for 

chiJdren where then can actualize themselves, 'learn to be'? Arts edurntion, parti ularly 

in dramatics, is an excellent vehicle and that is our demand, that this space be opened up 

for the child. And not only for children of a particular age but for children of any age. 

Whereever s If-learning stops standardization starts, and when the standardization is 

complete, man becomes a moron. At the opposite end is a creative person who remains 
playful throughout his life. This is a very clear question-do we need standardized 

people? Or, do we need creative people? lf the latter is what we need, then children's 

theatre must create that space. 

VI. Who were the people present there? Who were the audience? 

AG. The audience comprised mainly students and some of the faculty members. 

Vl. Prospective B.El.Ed students? 

AG. There were prospective teachers from five of the Delhi University colleges where 
they have introduced B.EI.Ed. 

Vl. So this was actualJy when the B.El.Ed was planning to introduce dramatics. 

AG. Yes. 

Vl. But before that they had already started the coUise? 

AG. Yes they had started the course. Barry was taking classes in one college, Abdul was 
also taking classes in another college but I was new to it. Maia was not new to it. 

Vl. So at this time they were actually about to formalize and structUie the dramatic input 
into the course7 

AG. Yes but how was that to happen? There had been two or three other meetings 
including a one-day workshop with teachers-in-charge. All these five or six colleges have 
a teacher-in-charge for this coUise. So we had a workshop with them because unless they 
were tuned in, it would be very difficult to pass on. In the mean time NCERT had called, 
they were planning a syllabus change and they had accepted the four pillars of 
education that U ESCO had formulated which included art and dramatic education 
becoming part of the curriculum. This was the change. In the 1950s it was extra­
curriculum, in 1970's it was co-curriculum and now they are attempting to make it part 
of the curriculum itself. We-Maia, Faizal Alkazi, Pandit Narendra Sharma and many 
others-deliberated on a syllabus for dramatics and arts in coordination with subject 
areas like Language, Mathematics and Environmental Studies. Our approach was 
holistic. We recommended against appointing a drama class which, within the schooling 
system, would suffer the fate of music or arts classes. The pedagogic elements inherent 
in performance can be internalized and used by every teacher. What they need is 

training and sensitization. 

Recently we have done a 15-day workshop where I took five sessions not on 

dramatics as such but on visual arts, where dramatics formed an important component. 
The final demonstration was through dramatics simply because dramatics includes all 
types of art forms. Whenever we get to do such workshops, we think ahout the thing· 

that should be linking dramatics to education. Now I have been trying to di ide it into 

three stages. One, how a teacher equips oneself with elements of druma. We rememb •r 
only those teachers who have been excellent performers. It is not simply a teacher·~ 
knowledge that convinces a hild, good teachers alway • pt>rform; their st It' nu bt' 

different, one can be exuberant, one can be quiet but they h,we the i.:i1pdcity to ,1ttr,1Ct 
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which simply pul, is a performance. So then we tried to draw p;irallels between the 

qualities of a tec1cher and those of a performer. /\mazingly enough, they were more or 

le~s the sr1111e. Voice, delivery, diction, poise, gestures, expressions-everything is the 

same. Only the content is different. Second, the creative drama aspect and how one uses 
the classroom sih1c1tion for learning with chjldren as the target group. So, the question of 

resourcefulness arises, exploring connections between subject areas and the space for 
creative teaching/learning. The teachers must also equip children to use and create 
resources. So hrst the teachers need to be equipped and then the children. Third, every 

school has a problem of time and pressure-in two days time some visitor is coming, we 
have to do something. In these teacher-workshops you come across lots of such 

complaints. They don't have this and they don't have that, how can they do annual day 
productions in such a short time? We try to be practical in introducing the idea of project 
work. Use drama as a project. You prepare a personal project with the children, say, on 
Geography, Science or any other subject. If you go on preparing, you can finalize it in a 
short time. I demonstrated this with the Kendriya Vidyalay teachers in Bal Bhavan. They 

had three days and in those three days we prepared a presentation on Geography. We 
asked the teachers to specify any aspect which could be used and they came up with the 

idea of Ganga. In three days time they cannot include everything but some aspects of the 
Ganga can be worked on-for example the birth of Ganga at Gangotri and then moving 
on to Ganga Sagar. They were divided into groups to explore the various ways of doing 
it. One group used mythology, another took the geo-physical aspect, still others worked 
on the environement. Ganga's journey was shown as the journey of a person-from birth 
until she merges into the sea, progressing through different ages. When she was young, 
Ganga was lively like the fountains or the hlll streams. The growth of Ganga was linked 
to different geographical locations, soil conditions, pollution, rituals, to Ganga finding 
her lost sisters, Jamuna and Saraswati, at Triveni, their collective progress until the 
Farakka Barrage from where proceed under different names and meet once again at the 

Nan/in Nnknlchi, J 997. CJ,i/d actors i111itati11g tlzc 1111dicncc-n study of child psychology through drama. 



anga agar, at th fa nd f th ir life. So you see, much can be done on a single topic 
and there i no n d f r a p cial teacher. Any teacher who can handle these little 
techniqu of dramatic , of mu i , of art, of puppetry can do this. They use simple 
thing -mask , finger or b pupp try, they don't have to be professional masks but 
an thing that on can creat impl . Every one of us can do something or the other. If 
one a , 'Mujhe taa/ nehi ata' -on cannot dance because he or she doesn't understand 
rh thm-we can xplain that on i wrong to think so because we are always moving in 
rh thm, en when w ar walking. These are the simple tips one can give. Another 
example could be pupp try. In puppetry the basic principle is concentration on and 
contact with th pupp t. It can b a rod puppet or it can be any puppet but the moment 
the concentration is gone th pupp twill not be able to live. These little thing matter a 
lot. These smaJJ insight into t chnique may help the teacher to be resourceful, and als 
pro ide children with a er ative pace. The only drawback is that the schooling ystem i 

not yet tuned to such integral learning although the time has come for such change t 
b implemented. The authorities must be apprised of this need. Anoth r problem i that 
most of the schools ar looking for shortcuts, and in expensive public chool , a lot f 

dramatic or arts occur more a part of show business, thus ubv rting th m ti f r 

So thi i what w are g aring our unit ANANT t . We ha al d ne 'P i 1 
ducation workshop, interacting for the first time with m ntally handi app d hildr n. 

Physically handi app d childr n arou e a lot of ympathy but m ntall h ndi app d 
on ar c n id red to b a burden. We were ho k d wh n f und h th 
ch.ildr n w r isolat d and frightened b au e th y w r tr t d • un 1 rder • 
by ry ne, in Juding th ir families. Irshad, wh j in d m in B,11 Uh i 'nt, 

ssisting m along with two th r , Manoj and lmr n, \ h \ r-' h • n 
pr du t . h y r ll probl m hildr n \ h n th fi t j >in >d n i th • i 
that ro .. s h w dram ti ·s an ·h ng p pi~ • mpl t l . Th ... •· m I h ' 

m • nd ~did, 'Lxam 111a11 blwi It' I g 1' ( y broth \ ill ·it f H m m m 

x JI ,nt fa iJit· tor dl wor ·h >p~. 
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lr had ha tudi d nl upt la 12. But apart fr m th, t h ha d n mim ur. s 

, ith iranjan wami. H i a r ag r I am r. Imran, wh i i~ th ond y ar f 

11 , ha n in f r th ah· and is doing a lot her and th re. H 1s al o w rking with 

u . Man j, an th r Bal Bha an pr duct, is specializing in design. W ar tryin t 11 ag 
th m \1. in thi particular p cial education programme we found that dramatic was 
r all an enabling tool. Again, the principle was the same, so when these childr n ar 

h n h w t do things, they really can do a lot more than expected. lrshad conducted 

th month-I ng workshop for the mentally-handicapped and that was an immen e 
I aming cperi nc f r all of us. We did a play using a script-a change from the usual 
f rmat that I us . The cript was , ritten by a friend, Kishore Thakral, based on the 
Panchatantra torie . Th first thing that we decided was that the children were going to 
b alon on tage, without an upport from the teachers. Earlier, the usual practice was 

upp rt th children on stage. We were sure that 'showing' off a good play wa not 
our main objecti e. The process of helping them to do more-call it therapeutic-was 
mor imp rtant. The teachers and the management were very nervous and said this was 
imp ibl . But the month-long workshop yielded tremendous results and the children 

r r ad ; " hen I took o er to direct them, I found them completely prepared and 
a r. W ent on tage, took the exact measurements and designed accordingly. 
v rything wa pre-planned. Kashinath Raha, an excellent designer, helped us with the 

d ign. Improvisation was out of the question because it was difficult for the children to 
take mor than one instruction at a time. It had to be a repetitive exercise yet at the same 
tim con ing a certain spontaneity, a feeling of joy and freedom. Everything had to be 
d n in uch a way that in spite of the meticulous planning, the children did not feel 
r tricted in any way. That was the basic challenge and I think the programme went 

11. v n on the final day we thought the auditorium would be a new imput for the 

childr n to tackJ d pite rehearsing with the measurements and props. Also we had 
b n un ble to hav any rehearsals with the stage lights. The important aspects of special 
du ti n ar increa ing the children's confidence and second, repetitive excerci e . And 

th childr n njo repetition unlike normal children who get bored with the routine of 
it LI. Th mor ou make th m repeat the same things the more enabled they b c me 

and m n of th m ha e hown an improvement in their formal learning as well. Th 
n m f th 1 ol i Prabhat, run by Society for Child Development under prof i nal 

f p di tricians and hild psychologists. They are also conducting a t ach r' 
rk h p n p ducation. They have invited us to take som of th ir 

n. 
ginning wh r w explored th r lati n hip b t n 

A 

initial id a of doing hildr n' th nd, 
rt d with Khir d pra ad Vid Ii 

, in hittaranj n P, rk, 
1 in tr n lating m 

1 H' 
:ii 

) 

mu ·h l '·ni • 1 

~ u~ , ,, I l ·ti • lll t fun l 



a t ' ar, m f th rk h P hildr n, r wn int y ung adult , m t and 

d cid d t f rm a group. Thu r vi d only la t y r with a play 

all d Gnrbndjlwln. 111 uniqu n f Gnrbndjhaln is that it i ntir ly ba d on rhym , 

that t traditional rh m m tl by important writ r and po t . Th rhym h v 

b n 11 t d and arrang d jn qu nc in th form of a c llage play. W had earli r 

plann d 'rh m pla ' in B ngali. Man of my fri nd had oft n a k d m to do 

omethin "'ith ur n childr n b cause I us d to d much el wh r . So I casually 

pick d up tw childr n and did two r thr play in-betw en. Th y were alJ different 

typ . n a "'ith B n ali rh m -a imp] r nd ring and not a dramatization. W 

impl call d it hoda. Th oth r was Teen Rae. W t k I et d parts from th work of 

Up ndrn Ki r Ra , ukumar Ra and atyajit Ray, and this family's creation of a 

uni r f r hildr n a pr nt d through a collage play. And given this impetus, I 

r aliz d that it uld b dramatized in Hindi and this is what has been done. 

W ar n "' d in Raja ki Khoj in the kathnvacltan style. This is another exploration. I 

thought thi wa a , r po rful medium being neglected. The idea came from seeing 

T jan Bai n t 1 i i n. I fir t tried this in Bengali with the Murshidabad version of 

Kathokata, th B n al r i n of narrative performance. The resultant production, 

Katlwkatay A omani, tum d ut to be a success. But then all over India there are so many 

form of knthava han. TI1 f rm gives the idea of total theatre-involving music, songs, 

mo m nt, ituati n, r 1 pla , dramatic build-up. It is entirely actor-oriented. There i 

n thing n th pt th actor/ s. Now I started this kathavachan style in a different 

inger supported by musicians. In Raja ki Khoj, instead of a 

ingl narrator-a t r ha ten katlrnvachaks narrating and playing roles, adding 

dynarruc in t rm f i ual language. 

o far m ork ha b n appreciated by the general public. I am talking of a 

di cerning public. But th di ming public will give further inputs, whether po itiv or 

negati e. On an g on rking from there. So whatever we do, we will make ure we 

don't d t pi 1 hildr n's theatre. In fact, there have been reque ts from th 

cience group t d i pla for school children. For us this i a great opportunity. We 

in ANT want t xpl r th different ways of popularizing theatre and al o utilizin 

its potential for educational purposes, for equipping teachers, by relating it t ubj et 

areas, and creating spac s for better learning. 

Another thing-we are not completely in agreement with [the cone pt of] th atr in 

education. Thi is because a self-learning, open-learning situation i cliff r nt fr m 

theatre in education. Th atre in education basically want to con y th am thin in n 

entertaining way. L arning must be something different, wh r in l will a th t th c tr 

is education. So ther i ital difference b tween 'in' and 'i '. W h t th t 

spac for s if-actualization. The formal schooling yst m ha hut th d 

That, in on word, is our goal pen the door. Th atre a du ati n 

In the Sahitya Kala Parishad stage it wa drama t nd d t 
Bhawan phas it was hildren making play for 11 ag 

drama as du tion. Jt' t ta] I aming itu tion nd th t l 
and fun. 

D n't u n't u anyb d . hild i c1 p r n t . • hil l 

ha dignity. to r jz thi fi t. L lk w h t th hil :lr ln H" ~ 1 1 in 7
, 

r ognjr wh l th y r bi f, and c l) W th lm t p \k. Hit ut th \' rl t th.1t 

th y ha inl rit d-how tl >y i w th ;.\ i. l 1m ·tm th' will 

mak y u J ugh nd m k y u wond r 



Wr Can C/1a11gc, 1998, at Prese11/atio11 Co11ve11t, New Dell1i. 

A play presenting the simple perspectives of a child will help us-the audience as 

well as the theatre persons-face critical issues. For example, the question of stage 

reality. Once, in SKP, I tackled this issue of stage reality in the course of a workshop. I 

usually start my workshop with a simple game of transformation-say, how many 

different ways you can use a pen. Children find it interesting to play it like a flute or use 

it like a knife or a hair pin. That year an interesting conversation took place after one 

round of transformations. I asked the children, 'How come this pen could be so many 

different things? How could that happen?' There were many responses: 'It's fun', 'It 

happens', 'We do it' and so on. One child, sitting quietly in the group, suddenly said, 'It 

happens because we accept it'. I found the answer to be at once profound and simple. !t 

is a better answer than the famous 'as if' or 'willing suspension of disbelief'. There is 

absolutely no need for further theory, this is theory in itself. So I took that clue and till 

now there has been no need to change that. On the very first day I repeat the same thing. 

I come to the same answer and then I tell the children, 'Yeh mana neka a11r maanne kn kilt>/ 
hai'. A play is made when you accept what is happening to be true and make others 

accept it in the same spirit. If there is a flaw in your acceptance, there is a flaw in the 

play. Proceeding on this understanding, it became so much easier to communicate to 

children that the core of dramatic play is related to transformation and honesty. It 

became easier to make them realize the importance of transformation-transform 

your~lf, transform space, transform objects and transform time. So you can inject the 
idea of truthfulness, honesty, integrity from here ... and I do so. 

On another occasion I worked on 'space'. I realized that children refer tn thrt't' 

different !:>pace:. in theatr the ideational, the stage and the auditorium. Here we t\lll t 

!iilk in detail about the~e. But thif> much is sure that I have formed my basic nlltitHh 

about theatre while working with children. In children's theatre one has to go b,1d, t,1 

abf,oluk fundamenldb and ~eek f,imple an:.wer~. It is from children'~ the.itn• th<1t I k,,ml 



that theatre i r lat d t f ti, ity and c l bration, t playfulne. s, that it ha a lot to do 

"ith basic motions and larger-than-life qualiti s, that fantas ha relation t mili u, and 

that dramatic art i a gam f constructing and reconstructing r ality and creating a 

m aningful univers . 

I am not a th or ti ian and ther is ery littl cope for research in th way w work. 

inc I am im oh ed in om ocial cience r arch I understand the value of research in 

th cour f "' rksh p -mat rial gen rat d in th form of their activitie , refl ction , 

tori s, dream . Wh an't thi material b u d for r search? That mean there i a 

conn ction b tv, e n r arch in th cial cienc sand dramatic which can be explored. 

In th univ r ity ir l l am tr ing t bring in thi id a of performativ research. It is not 

lik a eh lar writin arth- hatt ring books. There are little thing that go on here and 

th r '"1hi h can b coll t d. If w g into a village and do a month-long workshop with 

full d um ntati n faciliti wh r children will play their roles, reflect on their lives, tell 

th ir tal ~ irn oh ing th ir par nt and their community ... I don't think there is any 

re arch, n ob rv r' b rvation that can reveal so much insight. So this is another 

area l am trying to plor again, hildren's theatre has provided me with this input. 

I think thr r f ur thing that AN ANT has done are definitely different. Even if we 

mak a pla , it' from th hildr n's own perception. Workshopping is an important 

compon nt and in fact w ha be n doing many workshops. In Mother's International 

Sch ol [ w D lhi) w c nduct d a teachers' workshop and they remarked that it was a 

piritual p ri nc ma b th are accustomed to that sort of language! But it has to 

be an e p ri nee, n t onl t chnique. Techniques are important, but they must not be 

prominent. Th p ri nc part, the 'to be' part is the main emphasis. That is another 

problem. T da ou ha, hundred and thousands of teaching techniques, but very few 

people ar c n ciou that t chniques are only aids. They have to facilitate, you cannot 

ju t think t aching th t hnique i the be-all-and-end-all of everything. The teachers are 

earching for a 'ba of tricks', forg tting that pedagogy is an experience in learning, and 

Gadbadjhnla, 1999. 
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that children wilnl t(l le.irn whalc\'!.'r they Wilnl to learn ,rnd not whatever they Ml' 

forced to memori7.e. Use techniques-constantly go on se<1rching for ,1ppropriilll' 

techniques-but help realize the p0trntio1l in every child. /\n l'Xample: I founJ recitation 

to be iln exceliL'nt method for rnice l1-.1ining instL'ilcl of ,1rtificial ways of voice rnlturc 

which is so pre,·olent in trilining schools. When you recite, you learn voice modul,1tion 

,111d breath control, learn to punctuate ilnd creilte meaning, pul emotion and cre,1h' 

nuances ... the list is endless. Traditional play-rhymes are particularly helpful for 
children. You may call them nonsense rhymes but they help a child to play with sound, 

rhythm, patterns ... Or, say, the tongue twisters-wh,1t an excellent way to leilrn good 

prommciahon. Similarly, the traditional storytelling formats of kntlravaclrn11. /\dd to this 

the natural tendency of il child to dance, sing, paint-you find an all-embracing theatre 
enwrging. These I found were excellent ways to 'train' children, if you wish to call it 

Raja Ki Klwj, 2000. 

training at all. There are parents who ask about 'what we teach'. Our standard answer is 
that we do not teach. We add that the whole world is programmed to teach a child, but 
we are lwre to provide a space where a child can make things happen and can learn as 
well. Many parents disapprove, and we keep hoping that one day they will come back. 

As part of our children's theatre workshop, we do a joint session with children and 

their parents. These always turn out to be discovery sessions-there are aspects of 

children that parents come to know for the first time, and the same occurs with th1: 

children. After one such workshop, a child suddenly exclaimed, 'Oh, my fatlwr can 

dan l' 1' and one father's response about his child was, 'My God, she imitates her motlwr 

!,O wPll1' In workshop!> with children, we have discovery ses ions almost rwn· d.i,·. 
1aybL• it is thi!> spirit that keeps us olive. -

In A A l, we hr1ve a mixed bag of people. There Me yrnmg c1dulls, st•niors, f'.lrt'llls 
and friend!>. Young peopk· Jn, cnming, ,1ttending, il',1rning ,Ind performing. Sonw ~,, 1,ut. 

!,O,ne !,lay back. Our initi,1tivl' i!> to makL· L'Yl'ry1ine feL'I th,11 tlwrt' is ,111 i111p11rt,1ih'i• in 



b in pla ful, in r in , in p r ranc n n will b a lo r, and ry n wiII 
a r th th r. This i !if , thi du ation and thi 1 o i wh t hildren' 

th atr m an . 

[This i11te1 i l by Vikram Iyengar ii as tnke11 four yenr ngo, in tlte eco11d ycnr of ANANT. A I\ T i 

non in if ixth yearn fer re-i al. The followi11g 11ote from A lti I, Cho lr ,,,,,,,, ions some of tire devclop111ent 
since tl1c interview.] 

NT n ha v ral pla in its rep rtory-Gndbndjha/n (Hindi) and Daon Pench 

(Hindi) and Tee11e etm (B n ali), all by children; Rajn ki Kl10j (Hindi) and Kisse (Hindi) 
f r hildr n, pla d b adult ; Pntra lruddlri (Hindi) and Dekha Andekha (Hindi), and 
Kathokntay A<-0111nni (B ngali), for a gen ral audience. 

Gndbndjlwln ha had about 40 shows; Rajn ki Khoj has had more than 50 shows in New 
lhi and l h r . Kathokntay A omnni has been performed over 60 times all over 

India. 

Th 
pla . W 
updatin and 
Gadbadjhala u 

th narrativ 
ki a practic 
knthokata. 

r liz d the importance of 'culture friendly' traditions while making 
that traditions must be included in our daily lives by constant 

ont tualizing. Four of the most popular plays do precisely that. 
rh m to reflect the way of life around us, Raja ki Khoj is performed in 

f katlwvachan, Kisse uses storytelling styles from the wide range of 
, nd Katlwkatny Agonrnni is able to universalize its appeal through 

n in r a 
children. B 
started la t 

gr at n d 
work h pat 

mpha is is put on working with economically disadvantaged 
m nth-long work with SAHMA T earlier, regular workshops have 

ar with lum children, with support from Prajna Foundation. There is a 
pand dramatics beyond the urban middle class. A fortnight-long 

rakhpur with elected Panchayat women turned out to be a great tool in 

capacity enhanc ment. 

Maulana Azad Centre for Elementary and Social Education, Department of 
Education, Uni ersity of Delhi, collaborated with ANANT to produce a book and an 
audio cas tte on play rhymes. This has been released as resource material for teacher , 
the fir t e er collection of traditional play rhymes in Hindi. The Department decided to 
collaborate after seeing our production of Gadbadjhala. 

Preparations are on for a publication comprising plays evolved by children in 

workshops conducted by Ashish Ghosh. 

Our work in the field of 'drama and education' is expanding. The practical work at 
private and government schools, increasing number of teacher training session all o r 
India, involvement in more colleges for the B.El.Ed. courses, and participati n in 
seminars, writings, etc. are clarifying our conceptual and theoretical under tanding. 

We have done three major school proj cts-two in Delhi and n in Jaipur­
exploring a theme through the methods of dramatics, culminating in what n b all d 

a 'theatr mela'. 

For th fifth year in a row, our annual w rk hop and plc \ ith th m nt 11 -
handicapped at Prabhat hav tr ngth n d our und r tandin f ~p il.l du ati n. Th 
Soci ty for hiJd D v Jopm nt, lo king aft r Prabhc t, i hortl' . t rting :\ r-'~ ar h­

ori nt d proj t, Th r dr ma, with our h lp. 



Both the NCERT projects-fi e-year-old syllabus 
de elopment exercise and the School Theatre Project­
ha e slipped into oblivion. 

ANANT is now in the process of producing two 
new plays and planning for an extensive actor training 
programme. 

ANANT is performing Raja ki Khoj and Gadbadjhala 

at the Jashne Bachpan, the National Children's Theatre 
Festival organized by National School of Drama on 15 
October, 2003. ANANT will also participate in the 
Children's Theatre Festival organized by NlPA in mid-

ovember. 



'education for life' 
AN INTERVIEW WITH CHANDRA JAIN 

HA ORA JA! i a theatre p r onality based in Bangalore and the initiator of Kadambari, a non-

profit group for th prom tion of education through the performing arts, fine arts and craft 

particular] among children. In this interview of March 1999, she speaks about her reactions to the 

pr vailing du ati n y tern in India, how and why the creative arts can and should be part of th 

educational pr c s , and the role Kadambari plays in facilitating and encouraging the inclusion 

and appr iation f r ative arts at the school level. 

HA ORA JAIN. Kadambari started five years ago. It was essentially begun in response to 
the tr m ndous n ed for children to relate to their own environment and their own 
tradition . If th are not a part of their childhood years, their own views and growing 
up, th n a d ficit i left in the personality which is impossible to fill later. Some people 
later on ar able to understand that and work on it themselves. But most of them just 
gro up with this one-sided development and a huge lacuna remains. I have always 
be n c ncerned about education among children. So it seemed that there was room for 
one to xperiment and see how the gap could be bridged, whether the lacuna which 
exist in the education system today could be addressed in a different way. Keeping this 

in mind I decided to do a workshop for children. The very first workshop we decided to 
do wa through folk dances and music. Because folk dances are spontaneous expressions 
of people's joys. And in India, the basic principle of any performing art has been 
celebration and the expression of the joy that accompanies it. So I felt that it would not 
onl open the kids to the diversity that exists in India, but it would also be much impler 
to r lat to these, through a very active participation. There is mu ic, there i 

togetherness, there are no competitions, and there is creative expression. Maybe throu h 
the music and the rhythmic patterns, we can also bring them outdoors, take th m cl ~ r 
to ature. Because, as you know, in folk forms it's constantly ature that find 
expression. It relates to the cycle of seasons, the time of the day, whether it' harv t tim 

or sowing time. In a way an entire philosophy finds expression in the e form . 

So we took Gujarat, Andhra Pradesh, Uttar Prad h, Rajasthan and Bihar. Th 

the states we concentrated upon. It was a month-long work h p. 

tremendous. Not only did they learn all th ong and di er th j r "nt 

language , but they started relating to all th poetry and im, g r th t. 

Physically it was very demanding; it' very important forth hildr n t 
of energy flowing through them. Their r pti n wa imm ns . Th 

four h ur a day, from nin [am] t on [in th aft m on]. l h n th r \ r .. l h t h :.r 
things to do as w 11. And ju t to h r th pr , th , h :i v l , "i, \ • h,1 l 
pr ntati n by th hildr n at th nd. It w , , gr.) t 'ur • v) h 1 i .1lm "'t 

600 p pi itting nd w nting t )uld h pp n. lt's 1 w n t rful \ ,1_ f 
dis ov -'ring n L nly n 1f but Is th nvir 1 m nt. h u ~h ut th .. t H \ 'c 

nti u d w rking with th > f )lk forn nn •'tin> th •m , 1 ith th, s 1 n -, \ ·ith th • 

f liv I . W.) f und th t , ll th 'hil ir n, F rti uhrl , 1t th it ·ir ·t \ rl-..-;h p, \' •r' tr m 
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,·aricd backgrounds. Many of the children were from a very westcrnized backgrounci, 

,rnd at the end of it, the appreciation of their own identity was enormous. The fol lowing 

vear we had a workshop on theatre, again using the Indian frame, using fndi,rn 

languages. So it was not theatre alone as an activity, but theatre which became our own 

methodology for sensitizing the child to the world around him and discovering himself 

with the inherent trends of his own culture. 

The second major workshop was done in collaboration with ationaf School of 

Drama. We had Mr Subhash Udgata and Mr V. K. Sharma. This was in 1988 when, in 

Delhi, they had also begtu1 to think about theatre in education. This was c1lso when we 

were thinking of starting something and it was fortunate that we connected. For us 
theatre was not the only way. We felt that yes, theatre is the most complete way. We can 

address the same issue through the performing arts in different ways and theatrical 
aspects and theatrical inputs have to come in. We may focus on music in theatre, we may 

Scenes from Natynrangoli, 1999. 

focus on crafts in theatre, we may focus on rhythm in theatre-[anything] which finds a 
place in theatre but is not necessarily theatre only. These were the lines along which we 
were thinking and we continued calling resource people from elsewhere. We would 
conceptualize and think of particular themes which seemed to make a lot of sense at that 
point and then we would choose the person who could come and help us. So over the 
years we did classical music to explore seasons, poetry to explore more creativity in 
children ... We called Bansi Kaul because we felt that his methodology, having the 

clown element which has a lot movement in it, would be suitable for children. It was 
wonderful because he responded to our ideas. To get a senior director like Bansi Kaul to 
come down and work for 45 days with a bunch of kids was really wonderful. The 

idealism in all of us kept on finding expression, kept on proving to us that it was time all 
these things went back to school and became part of the school curriculum. 

So then we started going to the schools and doing workshops. That was Vl'ry 
difficult, be ause the schools were not willing to give us time in their sch1:.'dulPs. 
Everything had to be geared towards an annual event and they wanted us to work onlv 

with tho~e children who had been selected for the programme, which was totally ag..iin~t 

our philosophy and methodology. We fell tlrnt every child had to go through this 



p ri nc • m ma tak il up and b m a t r but th gr at r n ed is for p oplc t 

find that link\' ith th p rforming art ithin th m Iv s, nd th n I c1rn to c ppr iat it, 

1 am t f el it and, in diff rent a , p rh p giv pr i n to it. W did manag to 

t int thr e-four h I h r th ga u fr r ign. In th m nth of F bruary to 

\\' rk f r 15 da and ha, e th hildr n not att nding ven on la w tr m nd u . 

W to k it up a a chall ng . on hundred and f rty childr n, 180 childr n, 23 tho. 

wer th kind of numb rs w r working with. And to ee wheth r ven in that hort 

tun , w c uld mehow, omewhere, touch up n the sen iti ity of a child. In Valley 

eh ol cho e Pha w1 as our cone pt and addre ed that. It wa February wh n we 

did it and that' th tim H Ii i c I brated. W w re talking about Holi, about Phagun. 

It br ught in po tr , it br ught in art, it brought in mu ic, even the craft , the entire 

pr sion of the a on happ n d through th s ariou a pects. We were able to how 

all th e c nn ction , th th m , th life tyl , the perf rming arts, and the thought 

pr cess. At th nd of that 15-da work hop w had a presentation for about a thou and 

Scenes from Natyarallgoli, 1999. 

people. It was not the perfection of the performance whkh wa the focu but mor th 

sharing. So it did not matter if every child didn't ing fabulously or dan fabul u ly, 

but overall the sense of participation, the sense that omewh r th e p ri nc chang d a 

child. In fact we were even able to bring in secular harmony i u , c nn et a ant ith 

Khwaja Moinuddin Chisti's durbar, conn et Sufism-the sam yell w colour and h wit 

finds expression through different religions. And ultimat 1 how th p rformin art~ 

wipe out all differences leaving behind only th thought and th t t kin 

these as disciplines in themselves but as ways of finding conn ti n f 

making a person more whole, more comp! t . This ha b n ur trainin . It h s n r 

been a workshop which is just an isolated ... not ju t m thing th t i n 

technique or a particular skill development-d finitely n t that. kill i 

is the essenc , the xpression, th emotion fit whi h ism r imp rt nt. 

Last y ar w f It that w w r r ady t work ith th' nv nt , ·h l •. Th~, ~u 

tota11y cut off from th Janguag and th m m nt u ut ff fr )ITI ' ur l :n, --ru 1.,. . th 

n ibiJity g ts ut ff I ng with it. Th h d b n h 1
, ring ilb ut u • f 

They id kay, w wi11 giv you th thr > > ntir w > 1 k l ut \-

5. You an'ttak-> hiJdr nfromdiff r 1 nt I, •s_.•_ n \ ill u i it. 

wiJI work with IJ th > 240 hiJdr •n. W 1 had 1lr _., i rt i w lrking l n t th 'H lf 
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Rrmi nllr Pinfu. 

Independence. I felt instead this was the time we really needed to look back. Because our 

present generation doesn't even know how difficult it was, they are just taking it for 
granted. It was the right moment to jump back 50 years, to enable them to connect with 

the past and perhaps make a new beginning. Bring back that idealism. So we tried to do 

this , orkshop with the banned revolutionary songs. So we brought in history, e 

brought in the crafts, we brought in music. We went back to when the British cam here, 

linking that with our handlooms-what was it that actually attracted them. We were 

fortunate, we were able to get hold of the revolutionary songs which were confi cated 

and banned. Bansi Kaul helped us a lot and Anjana Puri, who was part of Rang 

Vidushak-she came down. Starting from that point-talking about the handloom and 

the beautiful fabrics we had, the various strengths of India-we took it further. How 

they came and finally became rulers, how it somewhere destroyed, you know, the pirit 

of India. How it was reflected even in the folk forms and what it meant for pe pi to 

start feeling that they had absolutely changed in spirit. So the major events were touched 

upon through the songs. We had sessions on history and talked about th fr edom 

mo ement, about its impact on society and lifestyles. We again linked it b k t 

Gandru' Swadeshi movement and how through it, we discovered our own trength, our 

own identity which was asserted through the charkha and the cloth. So thi whole thing 

got tied up theatrically, musically along with historical inputs. And all 240 hildr n 

performed on stage. We did five shows and received standing ovation . Th hildr n 

and their parents were moved to tears. One parent came and hugged m . h w _· 

~bbing. She aid, I wa in Bombay in my school days and for me India i: m , • nmtr~· 

but I had not known what me age to give to my child, how to talk ab )ut it, but in thi • 

hall-hour presentation you have done what we haven't be n abl t d . 

I think this i what ha b n the trength of our work, n t ju ·t t hni iu ', n )t ju t 

tr 1mng hildr n t be abl t njoy theatre. But be aus theatr • i • 1 r nw min , tul 

way of onn ting so many oth r i ·su 1 
. And th r >{ rt! th atr > n 1 

• i • t ) bt• ,\ p.H t H 



, as 

a and educa ·o To 

o a and education_ a prepara • o or 

i so much e should ma 'ff)' expe ·en ·a1 ri 

e a dienc.e-- here not just quality en 
ted in eir o 'n ethos, in their m .-n en iro 

here that transference also happens. 

a Ji tl image that a , but \ 
periential-50m • m 

• • rticular a , t 

f Drama 

r h ir old pro uction . 

nd d n pr du ti 

i Th 

nl l ,t 'l 

, 11 >ul, ,, 11 n I t JU 1 t Ill I ) m I th • r • tn tt 



,1h hi)dr n mu h ar und u \ hi hi all th ,tr. ft' cnl c1 

qu f • • it and m king th nn ti n . F lk th atr n i ly 

br ldr n ill n t nl find ut b u th y will al 

find hind it. 1 fi Id th , mu h that i nn t d with 

m • • • • . It1 n t d ad th atr whi h i nl addr . ing i u of 

h tantl inn a ting, c n tant) onn cting with n w i u . ft 

an h idi m r rath r th ol g f r childr n to addre 

nt • . I , u h m r ibrant. felt that folk theatr d finit ly ha 

t ha a p1a and p rhap , durin thi th atr f h al, w will b able to h w th 

nn tion . m p pi , iJI b abl t und r tand th m and it will tart happ ning in 

a m r vibr nt mann r. th la t tw day w plan t ha folk theatr and w are 

nc ntrating n1 n Kamataka. W ar taking v ry int r ting f rms fr m Kamataka. 

Yak ha ana-a tuall a hildr n' Yak hagana group from Mangal r which ha 

tra 11 d ar und quit a bit. It tarted man ear ago; many f tho children have 

gr wn into adults and m r children ha been train d int it. But they ar continujng it 

ntiall a a childr n' gr up. Th n Huli V ha fr m outh Kannada. Huli in 

Kannada m an tig r. Th paint th ir bodie lik tiger , th y int ract, th r ' combat. 

Originall it u ed to be done b Mu lims during Muharram. Then it pread and now 

th also p rf rm it during a aratri. It' a tradition which is a common to Muharram 

a it i to avaratri. It is such a beautiful way of showing that performing art ha e no 

barrier at all. And that peopl have n inhibitions. It1 a11 creat d m where in the 

mind by other . So that group is coming whkh will also have on r two childr n-it 

will be almo t like treet theatre. Then we have Goru ar Tunitha which i from Diar 

Hills near Bangalore. These are actually tribals who worship Shiva. Very dramatic. ot 

onl do they wear bearskins and headgear, they also paint their face in a p cific 

manner. They wear red clothes-not the vibrant red but the other kind of r d-beige 

and browns, a kambal [blanket] they weave themselves and lots of hell jewell . The 

ha e a little drum like a damaru in their hand and a little flut . Then th re' 

Dollukunitha from near Ramnagaram. Dollu is a huge drum. They dance in f rmation . 

And again we find that when these forms are presented out of context, th d n't ha e 

much meaning. When we are doing something for children and talking of conn ctions, 

it' ery important to at least create that context. So that whole evening i b in n in 

the format of a jatri. They have stage designers, theatre artists and archit t -w ar 

redoing ... recreating the entire setting. They will perform th re-it' mad m r 

i.nt ractive, more experiential. Then to really put this formal theatr and f lk th atr 

together they are also doing a workshop for teachers-teacher fr m Karn t 

Mornings we will have workshop sessions and in the evenings they'll wat h , ll th 

performance . ext morning there can be a small session for que ti n and ns\ r . 

And hopefully they will take these concepts back with them, to their l . H p full 

th r wj]J b som new beginnings. 

VIKRAM fYE GAR. The first workshops that you mention d, you aid that u b n ith 

f Jk form . Did you get resour e p ople for this? 

J. Maya Ra ha b en w rking with alJ the form . And 'ht j nt: 1 h 

w r train d in th m and one or two I handl d my If. h 

i p r nt. W 
1r v ry l ar about it. M dio rity an ha n pi 

a v ry d m nding kind f thing, tting targ t f r th rn an j m kin 1 th 1 

l w rd th l. f r r h w r w nt into it. W got 11 n ilm • t 1m th 

i1,i n n w rg niz d , r ning • for th hildr n. W uld1 't t 11' 1 h •m 

pJ ·, but t I a ·t th y uld <.'. th) • I n f rn • l 1 ing F , f m i l , h , t )I 



Tulsi-Tulsi. 

And all the songs-they were explained. Translations were given. All the children learnt 
those songs. It was not like teaching any one item. It grew. 

v1. You approached schools only after the first two workshops. The workshops that you 
did independently-were they summer vacation workshops? 

CJ. Yes, the very first one was a summer vacation workshop. Actually for a few more 
years apart from working through the year, we kept on concentrating on these. ot that 
we wanted to do it in summer, but the kind of intense involvement that we required 
from the children was possible only when they had nothing else to do. They could go 
back and read about it, work on their costumes, sit together and write cripts thernselve . 
If I go back to my childhood, when we went to our grandparents' house with more 
cousins around, we would do plays and spend the afternoon writing. lt wa like taking 
them back to a situation where there were lots of children available, lot~ of friends of the 
same age group. We worked with ages eight to sixteen. And that w rk beautifully. 
Younger children learn so much faster and so much more from these older children, and 
this vertical mixing makes the activity very high calibre. Becau of thi we felt umm r 

would be the right time; they had no distraction . But a more activities tarting t 

spring up, more and more people started working with children, k ping th children 

busy through the summer months and we lost inter st. We did not want our ti iti . t 

get linked with other summer activities. For us it meant very much m r . W han: ull 

chosen to work in this area because our interests are in ducating th hild, n t t k p 
him entertain d during their vacations so that par nts ar freed fr m \ IT_'. try tl) 

g t parents very involved, we are very demanding of th m. B rn • \ viii \ )f with 

th children only for 15-20 day . Unle th par nt ,u upp rti l' nd h lVt' int rt ·tt\.l 
with us and alJow th childr n to ontinu the ork , t hom ', )ur inputs will Fr ,b,1bl_\· 

go to wa t . Not wa ted totally, but th y will n t, ou kn >w, tevl'I >p in th' ~.Hll \\' l\-. 

W an only plant a s ed, the nurturing h-1s to b ione b_ th' p lrl'llt ·, by tht•-. ·h) ll, b\ 



th tec1ch r . n,at i ,. h n , w ar tr ing t tabli h rn re and mor f tho 1. inks 
ith th h ol and th par n , o that we initiat but th n it' ta k n ov r by th rn. 

Th par nts ar pr nt in all ur w rkshop . Right in th inning w m et With 
them and right through the workshop , w encourage th m to orn and p nd tirn e, to 
it around and participate. In fact th Kadambari group its If, a it ha merg d ov r th 

ar , es ntiall con titut th parents whose children initially ame forth 

, orkshops. And those who are not actively involved in the group are our bigg t 
support. w ha e done work hops previously with teachers and adults where the 
par nt hav come in. Th focus there becomes slightly different-it i more on a 

conceptual basis and not so interactive. We are analysing the process much more. With 
the childr n, we ar not analysing. We just take them through the proce s and make it 
xperi ntial. With parents, naturally, issues are raised. We had simultaneous workshops 

like th workshop on creative music. We would have workshops in the evenings on 
mu ic appreciation. Or when we have theatre workshops for children then the parents 
become part of it-helping us with costumes or having interactive sessions with the 
director or Kadambari members sit and talk with them. Not as formal sessions but as 
integrated sessions. Even during last year's workshops on revolutionary banned songs, 
we had sessions with adults. Parents and children singing the same songs. 

I must tell you what happened after the 1990 workshop. A few months later I went 
to somebody's house and found a child sitting and singing a song. It was a song from the 
play we had done. So I asked the child how she knew this song. She said, 'This is our bus 
song'-you know, they go together in the private buses. 'We have some songs we all 
sing in the bus.' Then we found out that some of the kids who were part of the workshop 
had taught all these songs to the children which they used to sing every day. And they 

had no idea it was from a play. 

Last year we found in the Valley School that two of our kids had gone back and 
taught the songs to the others. And their mothers said, 'You haven't even taken 
permission from Kadambari, how are you teaching these songs?' One of the kids called 
me and said, 'Aunty, Mummy is saying I should have asked you before teaching the 
songs but I remember you told us we must go back and teach alJ these songs to all our 
friends.' So I said, 'Yes that's right. This is what we told you.' So in this way 
dissemination happens; more people find out about it and everything starts getting 
connected. 

We've been doing residential workshops because we realized that despite the 
parents' involvement, somewhere the intensity does get diluted a bit. After working 
through the day, the child goes home in the evening and then participates in totally 
different activities. But if it's very intense for a certain number of days, it tay with 
them, becomes part of them. Last year we had 10 days here with Khaled Tyabji and then 
we went to Melkoti. It was as if everybody took on a role, as if they slipped into th live 
of the people and started living like them, experiencing for themselves. So they tart d 

relating to the social issues, the community issues. It was not just living in this pac and 
enacting a play. You take it back into life itself, it becomes theatre of life. It wa reall 
great. The way the children had started looking at spaces, looking at the ae theti f life, 
looking at even wearing some of those clothes as parts of their own wardrob . It w uld 

not have happened if they had put on a dhoti only to play a role in a particu.l r pla · 
And earlier when we had gone to the Janapaduloka in Ramnagaram f r a r i ntial 
workshop, when the chiJdren learned from the folk danc r th m l , int r, t d in 
th ir own language, tho e who didn't know Kanada o w 11 f It th n d t kn w rn :i 



I am th Iangua . Th realized that b not kn wing th Ianguag th y ar actually ta 

di ad anta . Th 'r d pri ing th m elv . And b playing gam u ing Kannada 

rh m and mall c uplet , th philos ph f lif its lf becam ... lik , you know, 

Indian phil ph i a wa of lif . But i it r all a way of life f r our kid now? o. But 

"'hen u h ar tho little a ings in that languag , when you read poetry in that 

Ian uag r th folk ngs in this language-the thought behind thos , they are 0 

philo ophical that without ven learning about it, it becomes part of your own s If. But 
b n t ha, ing that in ur Ii e now, w are cutting ourselve off from that str am of lif . 

Actuall that continuity in a way i at stak . S metimes I really wonder-the way we ar 

handling the literac programm , v n where the continuity till exists we wiJJ kill it. 
W had in ited m t ach r al o t that workshop. When they went back they tarted 
using that in th ir language teaching. Couplets, little rhymes-they took it back to their 
chool and th started t aching those songs. And instead of the distance being there in 

learning the language, the joy emerged. The crafts got linked as they made masks and 
drew all these thing . The und rstood the alu of the way people lived; the whole 

xperience got internalized. The crafts just didn't remain crafts in showrooms, emporia 
wher you go and pick up something that you like and don't know what to do with 
later. When you see the e connection they become very different. Like at the theatre 
festival, we are bringing in a little bit of craft which is a part of the performing arts. Not 
as little blankets being sold or little pencil stand but craft as mask making, crafts as 
body painting, craft as costume, craft as pottery-pots are used, day masks are used­
that connection. The compartmentalization has to go. 

VI. Talking about Kannada literature, I was reading this book The Flowering Tree by A. K. 
Ramanujan-a collection of oral tales from India. 1 found, because storytelling is not the 
done thing any more, no one gives time to listen to stories, tell stories, that those 
traditions are dying because they are oral traditions. You can't preserve them in any 
other way. 

CJ. Absolutely. See, the strength of the oral traditfons is the regional languages. The 
moment we are cut off from our regional languages-whether it's Bengali or Hindi or 
Kannada or Marathi-we are also cut off from the traditions existing only in those 
languages. So the urban child is absolutely dead. And they are saying that all of this is 
only associated with the villages. Villages are underdeveloped, we have to raise them to 
the level of the cities. I don't know. I, personally, can't even relate to the word 
'underdeveloped' in the context of the villages. There are certain areas, certain issues in 
the villages which need to be addressed. But there are certain other things about which 
they are far more developed. The sensibilities are so advanced. Because we can't find any 
other word, we are lumping it all together. By destroying their own elf-confiden e, by 
constantly telling them, 'You need to do this in order to be at the same level as the city 

dweller,' we are giving them an inferiority complex. We are making them o un ure of 
themselves that they are giving up all these things. You need to upport them with 
certain skills and certain other abilities ... But we are ... you know, like what w d 

with our buildings-take a bulldozer and wipe it all out and then start creating all th 
structures and after a few more years wonder, did we do the right thing or did w not. 
We are hoping that with this folk theatre festival, peopl will und r tand th t th r i 

much to learn. If they bring these folk performers into th schoot if th y ha w rksh p 
and create these little areas for interaction wh r th kid c uld I am nd r aliz h \ 

difficult it is to do what the performers do, ther 'll n t only b r p t f r h th r, 

th r ']J b o mu h nriching that will happ n. F r both id . Tort' th tr d -b 



le ~ing lllll m nur l r,11 trildition., b l cing is lnt d from our languages, we Jrc lo. ing out 

c n thi. nt1re ri h heritage or legac • c hL v got. It is the re. ult of refinement o er c;o 

m.iny ·cnturi .. Hy kc ping on mi ing like thi there will b c1 nev. rn thodolog . 

Ag;1in, if w ar borr wing melh d log from ouu idc it will never hav ;1ny pli!c in 

world theatre. \ e have to build ur own method lo renecting our own id ntity, our 

own ·tr n th, and nl then , ill we b abl to make a mctrk. Why i. it that ~irish 

Kr1mad r A. K. Ramanujan r U. R. ranthamurthy and all the people ore re. pcct d 

,, r_,whcr ? Bccaus the are landing on the trength of their own traditi n .. 

Mahabharata- , u an k ep n r writing it. It lends itself to every situation in lif , cv ry 

peri d in hi tory. That human ence remain the ame. But now it's tim to write 

. l mething I . \ h n ou'r through with Mahabharata, then only can you write 

. methin Is . h Kamad an keep pulling ut Ynynti and Fire n11d Rnin r whatever, 

but he ha d that other will read it once and put it a ide. Peter Brook will 

me and gaga will all say, ' h! I haven't read the Mahilbharata. 

Lt me.' 

The bigge t tra ed that happ n d wa not o much th impo ition of foreign rule 

but the en laving of our pirit. Macaula definitely achieved what he wanted and we, 

d pite ha ing ac s t many of our own r ource , ar till wanting to be guided by 

the ducation policie formulated b the tho e who didn't under tand u , who wanted 

human being to be brought up o that their authority was not que tioned. They wanted 

u to be clerks, collector of ta e from here and there. ot thinker . We have had people 

like J. Kri hnamurthi, Sri Aurobindo, Rabindranath Tagore who have actually talked 

about holi ti education ... it wa Ranade or somebody who spoke of a national policy 

f education. De pite having thinkers like them who talked about education in such 

pecific term , we are still not following their guidelines about the education of our 

future generations who will ultimately be contributors to the world. We are looking at 

imitators, followers-not leaders. We have such a huge treasury of performance tyles. 

We need to expose our children to all that. Then only can tomorrow' theatre peopl us 

Khu/ Ja Sim Sim. 



th r sourc . Th ar not for th mu eum , they ar living f rm . W hav b n 

orking ith th s forms in the school but hopefully, after placing it n thi public 

platf rm, making all the connections, perhaps it will be tak n up by mor p op) , 

p rhap th re'll be an ther theatre fe tival for children in Calcutta, in Madra , in Ori c:, 

wh r er. And w '11 realize th importance of art education. Wh n w talk about art 

ducati n, wh n we talk ab ut its need t be experiential, it ha to come down to th atr . 

Th atr ha t b th eh ice-th complete form-natak, sangeet, craft, everything. 

Th atr in ducation-the importanc of it just cannot be ruled out. We're looking at 

c mpl t , n iti e, int grat d human beings who will contribute to this new millenium. 

ln India, th end of one mill nnium is no new thing. We go back 4000 year , so what i 

ju ton mill nnium to us? It' like a season ending and a new sea on starting. Sowing is 

r, r aping i over, you've start d. For u continuity is a bigger issue. Not that 

mething will end and omething new will start. We don't want anything to end here. 

What we need to do i take stock, realize the responsibility of passing on the tradition so 

that we are not blamed as the gen ration which brought the curtain down. If anything,, 

this is the time to start addres ing the folk idioms, languages, literatures through this 

dramatic form so that the children will find it easy to relate to it all. The arts can be an 

end in themselves. We are really at that point when we need to debate and make ure 

that the balance is maintained. ln the last 50 years, we [should be] able to fill the huge 

gaps that we have created and talk about the overa1l development of the child while 

retaining the basic essence of the human being. 

VI. You've spoken a lot about the methodology of the workshops. Can you mention any 

specific incidents that have come out of those workshops? And the second thing is, now 

you've been working with this for 12 years, so the children who you started with must 

be established somewhere or the other. What do you think ... how could you point out 

that there is something that Kadambari has contributed towards the children's 

development? 

CJ. In some way or the other all these children have kept in touch with me and many of 

them-in fact, some in America-want to start a Kadambari there. Many of them have 

gone away from here but ail of them are very Indian, not in the sense of Hindusthani but 
very well rooted; they have not felt the need to give up their identity. In fact, they are 

like little trees which have grown, firmly rooted and enriched. They are so open; they 

have taken the best from everywhere because they grew up with that sense of security, 

openness, aesthetic appreciation and sensitivity. And a tremendous involvement with 

the performing arts-they definitely opt for and support all these activities. U they are 
outside our country,, they are like ambassadors. U they are in India, they are contributing 

to the society; they are part of the society, they are part of the fibre that make ociety. 
Not like the group who may be doing very well, but are concerned only about 

themselves or those who are just waiting to grow wings and fly away, waiting for that 

time to be somewhere else. More than anything else, those who work d with u po 
the need to be aware, to have that curiosity about India, to constantly ke p expl rin& 

apart from growing up as integrated and good human beings. Particularly in th 
of globalization I think the need for an identity is ven more acute. tin a fan ti nse, 
but I feel the world would be poorer ... It's like if there wa only one m ll it w uld b 

loss for the whole world. If everything was just whit it'd b t rribl . t this p rti ular 
time it is very important to have a cultural identity, to r tain th fla 1 ur , th 
richness. That responsibility lies much mor in Id r ultur . By virtu 
civilization we are supposed to have th wi dom t und r t n , t u t in, t k p 
er ating the e links with the new. 
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h, t i • tT iti n. Traditi n i. n t • m thin thdt i r Zl'n in lime. hat b, nm, 

tT.1diti n i • nl that, hi h ha. ft und \'t lu ri d f tim . ) i( it i: n I ali , if it 

is n ing, th n it'" ill di . Th me m n m thing thnl i .. upp . C'd t 
b , mu. um. I Id again t th • v •rif) it Jn y u 

sa 0 11 right, m 1 1b tl • ' rcmainrn th 

5am ', it k, ps n han in~ v r a m m nt it r 1 c1in it vibran 
rdit\ p ra • hin it or ta ing aw 

r m it, tl viii it r main lra trad ntinu d till n w. Jf \ 

ar' n tat th m, th will tn ., docum nt it 
I I arnin nl hear it lat r n 

arri d 

I tJk it tint 

th air', • meh w lrnditi n find that 
th ust 1in t 1 It' Ii in 

that it up puttin "ta indi, 
l m lfl uni _ it I t it 

b , art o hi 
\, n id ntit 

with u -th f mil ha. a 0-, C'cH tra ition of 
Ra . Hi: ran fath r u d 
diffiulttoliv b • 

b am a t a h r. Kamal im and . aid, it i your 
i tr n . H ' g hrou 

th I tainin hin1 n't t J 

in nit u 
m , m . g h r and • 

ntinu thi trad i • • • did • ri are 
comp;m , but in • tim h till p If • • d1, it i nl 

b cau ci ha b lut I all u ; it ha n t upp rt d th m, not I\' n th m 
an opportunity t p rf rm. P rf rming art ill t re p rfl rmed, and 
th an nl, b p rf rm d f ran audi n . I rf rmin r and ,1II m If a 

p rforming arti t. It' b .im h ing an audi can 
continu to ha 

It all corn 

ur audi nc . 

back t the childr 
toward th chj)dr n. I am und r o much t n i n right n w be au 

theatre f tival, w 'd get upp rt from th o i ty, fr m th 

community--e erybody would c m forward b cau m thin f ualit , • methin 

m aningfuJ i happening forth childr n. It' n t be n lik that at all. I d n't kn w h \ 

we are g ing to d it but w ar g ing thr ugh with it and w kn \ it' in t b 

ab olut Jy brilliant. But then it' only 10-12 indi idu, I h in r thi 

re p nsibility b au we f el that we need to do thi for th hit r n. h m m nt the 

larg r community, th I rg r i ty r aliz th n d for ntinuing all th , thin s fl r 

th ake f the com.ing gen ration ... I cannot be h Id r pon ibl f r, II in, it t di •. 

I ha xp ri n d JI this in my lif . om b dy had br u tht it till thi p int. m I oin 

to b th on [to l av it b hind?] If It lik thi man p int ,d it ut 

lo m -mayb my fath r-th ignifi ._ n , th b , ut 11 th s, thin, , th 

conn tions, th ymb Ii m ... Unles I pa 'S it n nd sh r it \ ith th, th •r ·, it lie~ 

ith m . My f th r, my t a h r , m Id rs did that-lh, p • ~d it on t l m, an I n n, l 



mu t pa it n. TI,at i what ha t r aliz , parti ularl in our ountry. All 

d t of tim a ed till t da . 

f th atre in ducati n i imm n . Th t ach r who mad thin mor, 

int r tin u ing th r thin , poke v ry well, that wa all th atrical. Wh n you 

nhanc th alu of ur lectur or our int raction with the children in 

it' c1ll th atrical. Th atr i not ju t what happen on the tage. That' 

hat all of u t nd to think-that th atr mean ou g and watch a play. 

r , th atr i happ ning rywh r , all the time. You h ar that 

tabJ , it' theatricaJ-lu voice modulation, the way h goe about 

hi cart. The only way h can attract attention i by b ing 

I l incr a o much wh n you start gi ing theatrical 

inputs. Th atr ha t b part of ducation. It d fin.it ly nhance th abiJity to ob rve, 

th abilit t int ract, th abilit t d velop your intuition. At the ame time it al o 

incr a c nceptual thinking, abstract thinking. B caus it talk about idea -it' o 

ab tract in certain way . thing I e can nhanc ducation, child dev lopment, in th 

a that theatr input can. E rything fall int place. Wh ther it' Mathematic or 

Hi tory or Geograph , th moment ou tart u ing th atre, it all comes alive. Education 

i all about conn ction ju t a th atr i too. It tak th e ence of life, a particular 

ituation and mak th atr ut fit. If om wh re theatr can be made an integral part, 

not just a kill to be imparted. ot lik a theatre workshop where one i taught how to 

deliver a dialogue, but wh r theatr h Ip a child to conn et with the world at large. 

Not where a talented few wiU b picked to perform a play, but where e ery child would 

ha e gone through that jo of putting on a mask, putting on a different identity and 

coming out of himself. 

UPDATE ON KADAMBARJ'S ACTMTIES: 

ATYARANGOLI APRIL 1999 

Kadambari hosted an eight-day theatre festival for children in Bangalore. The fe tival 

consisted of seven performances in Hindi by Theatre in Education Co. from the ational 

School of Drama. One play was performed in Kannada by Kinnara Mela, a I cal 

professional ensemble from Tumari Village. Over 10, 000 tickets were sold. Adaptations 

of stories such as Ali Baba and The Jungle Book were very popular with the audienc . 

During 17th and 18th April, a free event called Jatre was held wh r folk arh t of 

Karnataka presented informaJ theatrical performances. 

KADAMBARJ'S OBJECTIVES JN ORCANlZING THJS FESTIVAL 

l. To enable children, parents, and teachers to become aware th 

expressed in a number of ways under the umbr lla of th atr in it in 

acting but an integration of several art forms uch a literature, mu i , dan , and fin 

art. 

2. To enable children to connect with th ir own n ironm nt, I n u , c1n 

tradition . We cannot transact with the world out ide unl 

our own ethos. Thus we mphasiz th rol f Indian th atr . 

w r firml' roun 

biliti s n titi n, 3. In the urr nt context of cho ls fi 'ating n 

Kadambari attempt to bring about n war n 

theatr in du ati n among hildr n, p r nt 

ppr ic ti n th • Ln il.n 

, ,nd du ti nits, n t ju·t fr m th• 
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p rsp ti f be oming an arti t but to learn and appre iat th nuan f th art 
f rm . Thi , a rdin t Dr U. R. Ananthamurthy in an int rvi w with The Hindu, 'will 

n itiz and in ulate childe.n fr m yi !ding t the caU f iolenc '. 

4. T c mmuni at that th atr i n t r stri t d t formal perfonnanc in audit ria but 
an and h uld be pand d t inf rmal space such a those used by i Lk th a tre. 

[Chandra Jain, i11t rviewed by Vikram !yen ar, Marci, 1999, Bn11 afore} 



'not just a structured art form' 

N INTERVIEW WITH DR AMBIKA KAMESHWAR 

DR MBIK KAM HW R i a <lane rand mu i ian ba d in Ch nnai. She ha worked xt n iv ly 

, ith p ial edu ati n and ha d v I p d h r own m th dology f reative Movement Educati n 

( M ) h h ad h r wn in tituti n, RA A, in h nnai. In th following piece combining an 

int n i w f M r h I 99 and lat r input , h p ak b ut h r under tanding of danc as a 

mmuni ativ f r , th de l pm nt f h r w rk and m thod I gy, and th manifold activiti 

fRA A. 

AMBIKA KAMESHWAR. I tarted learning dance when I wa seven at Modem School, Delhi. 
Here arts wa given a much importance a a ad mic . A a part of the junior chool 
urri ulum, I was learning itar, ve na, lay modelling and uJpting. Dane was my 

optional pecialization. Simultaneou ly, from th ag of five, my mother started teaching 
me music. Later I received more tructured and int nsive training in Bharatanatyam, 
Kudtipudi and Creative Dane fr m Kumari . M enak hi, Dr arendra Sharma, and 
everal other reputed exponents of danc . I rec iv d advan e mu ic training from th 
ocal legend D. K. Pattammal. 

So I was learning and performing ... but I've always believed that dance i far more 
than just a structured art form-doing it on tage i ju t one aspect of the whole 
experience that is dance, a very small aspect of the whole univer al dance form. So my 
experience and exposure reinforced my belief in danc as a communicativ fore m r 
than a performing art. But I am still a performer. I run my own Bharatnatyam and 
Kuchipudi dance school. I also teach music. Regular students come in for dance and 
music classes. 

The value of structured dance is immeasurable.You can't underrate that. When I 
perform on stage-for the two hours that I'm performing, I'm not Ambika. Tuer ' that 
complete absence of self. So I feel dance is a complete sadhana in itself. S d finit ly, if 
an artist can lose oneself to the art form while being on stage, it become am ditation in 
itself. There's no question about it. To me dance is all encompa ing-thr ugh it I 
communicate, share, grow, connect and develop. 

This strong belief of mine got translated into a tangible e peri n e when Mr 
Srinivasan, who was heading the Ramana Mahari hi Academy f r the Blind, in it d m 

to teacl1 dance to the visually impaired children. Taking up thi opportunity that m 
my way, I would demonstrate each mudra and the tudent would f l m hand n 
imitate it perfectly. They would measure my tep and doe r t p with ut mi t 
Thi xperi n e b am a pathfinder for m . 

I th n tarted teaching hildr n with diff r nt kind 
t t a h dan it wa ti11 't a hing' dan at th 
Babli, th n an ight-y ar-old hild with Down' 

l 

n word pr ls d t th r sp ~j it and l w 1 - t 1 'hin m I 

mu to hHdr n with diff r nt ·p,) iaJ n \ :i:, in lu iin r tho: \ ith h '1rin imf 1i m nt, 
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rth pa di handi aF-, m ntc I r'tardL ti in, I rnm iffi ulti ., hildr 11 ith s 
10

_ 

· rrbr--1 n' m and a iti m. 
C 11 llll 111 ' u , 

t that tim 1 had n t f rmaliz d lh rn th li l M rn 
I 

. . nt 
◄ du ati n. M , rk wa , p rim nl, I; I , a imp ' 1t a 1t am . I didn't h V(' 

an, f rmal trainin in t ·n d hildrcn wit! ial n d . I am a Ph. in 

Dan Th atr . I did m hina a, that L traditi nal Indian li:i .. ical 

Th atr fr m Madra 

th d on m v r anc r, as, 
h r, a a mu • • a in a mu i dir et r. nd tl , wonderful 

with m • 1ildr n. h r . I fr h rn t eir 
fe r m i z that I had t tru tu r m d a 

nd • • • und r tan • d and l m 
suit their 

of it, r 
in vith th • th ra • , and 

th • nal in n . r a , co ected 

m th d f I arnin and lied it ' r ati e O em nt 

r ati, M ( ME) , a n th prin ipl that all human 

na , whi h app d and chann lized t help 

th ir full p tential. Th appli ati n f thi m thodolo 

pr • mmuni ati n kill , im d ph ical 

• tion, h Ip d in buildin nd enabled an 
tin . 

What i th atr ? rt includ u , drama • g, rnim 

, n ar and er th that uired for a 

full th atrical pr du tation. happ al life. That 

i , hat fr tr i an imitation f what hap w rid. But 

what I do thr ugh theatr • eh m • • dr n ab ut th r al world. The 

learn ab ut lif kill . n hov. t b ha in b hav for 

th m I e , take car of th m l and t b appropriat I in a c mpl te 

holistic manner, and all thi the are taught through th atr . 

o in 19 5, I volunte r d to t ach danc at the pa tic of India. I wa 

teaching dance to ome elected tudents who could d a littl rk. But then I 

couJd ee so man other children waiting in th wings, lit rally. 1 kn w that th too 

could do o much if guid d in an appropriate mann r. I l wl tart d tructurin m 

dance to ujt their need . A I was structuring dance t uit their n d , I f It it could 

also be used as a developmental tool. If a child ne ds a fin mot r fun ti n- r p and 

relea e-it could be taught through song and dance. The 1 aming ould b thr u h fun, 

through involvement, through active participation. 

The children really njoy the se sions as, in this proc , l 

automaticall to them without them 'realizing that th y ar b ing taught'. H r 

no teacher-student hierarchy. We are all artists here, all p rform r . W ar all\ rkin 

towards a performance and when we are working toward a p rf rman ar 

l aming o man things. Spontaneou ly, automati ally-learning t k pi 

How r, in m mind, th goals ar clear. For this child I ha e t hi v 

function, wHh thi child I have to work on th c nc pt f hap , 1 h v~ t thi 

child tand on her f et, I hav to h Ip another re ogniz th diff r n b h n 

and llow. With v ry child th r ' a goal in mind. But hildr n d n't r liz th 

ing taught so many thing . They ju t I rn spontane u 1 . 



I ". uld 'm \' and. in ' t f u • n parti ular g t1l . u ha. lh d v ,1 pmcnt of 

b dy a, ·ar n ~-. B d ' a\\ c1r nc .. i. \ 1 _r important tc lif in n re I. Mnny of lh 

hildr n la k b d a, ar n . It' v r imf I . Lik if ou don't know what a ircl i:, 

Y u an't r gniz th I tt r f r it' half a ir I . If u don't kno what a tric ngl, j 

u an't re gnize th I tt r . Th e ar pr -r adin kill . imilarl th r ar pr _ 

dan kill , pre-drama kill lik b d a aren , patial awaren , what i forward, 

"hat i ba h, ard-all th thing arc r quir d. How to utiliz pac , h w to utiliz 

ur b d ·; th m ment f ur bod in space i r quired not nly for p rformanc 

ut al f r life. I tarted oal- rient d work, t aching them . kill through th se 

sion- "'hi h I t rm d r ativ M v ment Education becau e I felt 

Or A111bikn K11111eshwnr witlr her student . 

verything-even writing-involves a movement, it invol e a ver individual skill, 
our way of writing is yours. Anything that brings together body and mind is creati ity 

and movement. That's what is included in Creative Movement Education with a focu 

on u ing the theatre arts-dance, drama, music, storytelling, mime, arts and crafts-a 

de lopmental learning tools. 

I wa doing it on my own from 1985-89 at Spastic Society. By word of mouth me 

other schools came to know about it and they requested me t come and tea h th ir 

childr n. So I said okay, but alone I can handle very few while a a team I can handle 

many mor children. So I started RASA in 1989. Ramana Su rit a la a. Raman 

b cau I'm a devotee of Ramana. Su Nritya-Su is good and ritya i pre ion. It' 

not ju t danc , not just theatre, it' Nritya-expressive dance. o rit a i t mpl 

of that. It acronym is very beautiful. It's RASA, the er 

with two p ople who would e m working with th hildren and a i ·t m in m 

ions. It began lik :l that. And then slowly, th t am al o r w. I wa \ rkin:T with 

p opl wh would m and e m working with th hildr n r1nd n th s ·si 

for me. It wa • mor., vi ual ... with di ussi n . When I stru tur i 

5 
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r )rds for each child. t would write down that thi child n ed this, so thi. is what I 
g,n <:>, this i how it worked. It went wrong h r , it went right h_ere. Let' chilng~ it thic; 
way. J documented ever single thing about what I wa doing. lt was by trial and 
e~r. ft wa four ears of hour with the physioth rapist, hour with a pccial educiltor, 
h urs with the speech therapist, occupational therapist. So reative Movement <;tarted 
developing towards reaching holistic goals, incorporating what was required in peech 
therap , inc rporating what was required in occupational therapy, incorporating what 
, •as required in pecial education into the methodology itself and teaching through 
dance mo ment. In 1989-90 I put down my thoughts on dance movement therapy in a 
small b oklet. Then I start d RASA and my team built up. We started two streams of 

At the playground. 

RASA--one with dance and drama in a structured format, structured Bharatnatyam and 
music classes go on ... and the other for special needs. The one with pecial needs i 
very unique. 

At first I would have a diary for each child. Let's say at the end of the term, I have 

had nine sessions with the child. I have planned something for how the reaction is for 

movement, what are the self-awareness and expression activities, i.e. how do they 

express, what is their reaction to music, story, drama, games, group participation, 

creativity. I would say six were very good, six were excellent and by a graph I would 

know, okay there's some problem here. Sanjay doesn't seem to be reacting at all. Wh . 
So I'll go back and I'll think and have a discussion with the teacher and the parent . at 

th next session I would think of just looking at this. I would think of putting Pradip and 

Sanjay together and they reacted very well. So I pair off these two. Maybe I'll get 

something out of that. Let me see. Then I'll go back and try again. That' how I 

exp rimented. But now, since 1994, it's all structured. Now we have proper a·_ ~sm nt 
and ev rything; we maintain case fit . 



F r _ mpl .... , Im t \ child will ha 

di a ilit 
C lik thi . What i th i a ilit , t 

... Th n a typical day with th hild­
ur wh I proc , . f int rv ntion i. 

n • t l. th hild to know what I v I of 
hild i at. But • r ng to be at that Jev I. W d n't ay h ' b low this 

l \ l r n thin lik that. W don't rank him. He' her , that' it. H ' at x I v I. H ha 

plu n . That' all. S we'll take him t plu one. Th m th dology i 

atm nt. W d n't wor much about the cau e . Did th child get 

f a pr bl m during birth? Did the child get cerebral palsy becau of 
W ju t k p it in mind. But what we look at i , the child n ed fin 

rdinati n. Wh th r h had a probl m at birth or h had m ningitis at thre 

tor probl m at 16 i not our cone rn. He has fine motor co-
we ha to d al with that. W look at it symptomatically. The 
u unJ it's a m dical thing. Hea]thwise if it's a problem, then 

,, t if it' r habilitation we treat th symptoms. What do we ha e to 
c • it? Th n th actual intervention. This ha become our 

f m,at. Pr p u d tte r corder ... Everything has to be ready. You 

n't hild ait for thr minut while you fetch a recorder. What 

-f r \ rybod it' a tick or era s. Work d or did not work. Then you look at 
th t , l t bl . Thi i not right for thi child. Thi i right for this child. o we mo e 
him t thi e ion w put for that child. That' how we work. 

In 1 t rt d a P tgraduat Dipl ma cour e on Creati e Mo ement Education, 

d wh ha ba ic reati ity, a creati e mind, i comfortable with their 

II ith children. M documentation i pas ed on to them throu h 
a fa ulty. We ha e special educator coming and talking. We ha e 
ming and talking. I\ e encapsulated the whole thing into a Diploma 

and [ handle the Creative Mo ement and Theatre Part. The 1st two papers I 
handJ . Th rd paper is Anatom , Ph iology of the Bod and Psycholo , hich i 
imp rtant. Pap r 4 i a stud of different disabilities. Because no two children are alike, 
n n di abiliti ar alike. In Paper 5, we gi e them a brief stud of th ariou 
di abiliti hild ith Down's Syndrome fore ample ha Hypotonia, he ha e 

t 

ach. 

t 

child who is spastic has cerebral pals and ha a e tight muscle 
handle the creative movement e ions will be e diff r nt f r 

, n ombine a Down's Syndrome child and a child with rebral pals_ 
' mo ement and muscle strengthening. That is our 01vvn ri n , 

ur fa ili t ' rience. We decide hm to put it in, h b t t th mu 

tr n th nin f r th Down' Syndrome child and mu cl r l in rebral pa _ 

child. Pap r n th r th rapeutic m th dolo lik ph i h ther 

cup ti n I th ra ial ducati n ... , hat i requi.r d t hil , ith 

p cial . ulmin m nt 
Edu th p ial n ds. Th n th , d t n an 

th , t k up an on a p t nd d pr • _ :i 

a lil . Then th h v a vi\ . Th th n mpl • 

t h 

t I 

It' 

hildr n \ ith , diff r nt di biliti with th tre a: ,1 h r.1F •u i • 

ur • . h l mu ·h i • r uir i. . till l t •ll 
h m 1t' nl , a b gi1 nin°. \ •n ft .,r , u'\' ~r.1 u t •d, 1 u\· • ,nl • ,. un. ~-:uh it. 

l min., th t 'II i > whi I ·tu 111 , \,' >rk.ing \\ ith th, ·hi! iren. r, • in th • ll tt .1 ·h 
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ou n , thin . Th childr n, r • ur uru , a h d th t a h ou om thin n , . J 

da.,. 

ha, tr , h r ruldr n m long n ail. ba ·1. r m 9. ,n th 
• tiJ aftern n. Plu ur r in th • , 'hich 

tr a h rogramm , , hi h i. w an with. [n thj_ p 
r twi ea, d i 

·1dr n. TI1 n , ha opl t 

Di pr ramm "hi h i a thr -month cour 
d . And th ri ntati n i ju t a "' e wh re th ju t t an idea 

ju t t a • Th ar n t full train d. The can't 

a r t al but th 
ha • th n f 

pr 

nl inv Iv dan and mu ic a 

t r t lli.n a 
al , ar ad • Abhina a a n d t 
i,· a al t rm t th . Thi r ati 

M , m n t Edu a ti n) ea m • a d R A' Th a tr f r H Ii tic 
nt-THD. 

, r th la t 14 ha gr wn in multipl dir ti n . hav th 'out 
r ' th hi h w w r k w • hi Id r n in di ff r n t p '.) i a I ho I in 

ur wn p ial h r habilitat childr n. In 
nal c ntr adult • • 

diff r nt kill . RA P 

VIKRAM I EN AR. 

h w, uld ou 
an thin ab ut 

tir f t a hin 
ugh it? 

m 

ifi trainin in 

in TH t train 
an , mu ic nd 

AK. We g er of I amin . Fir t i a qui iti n. u I am that th· i 

ab ntif bla k. Th n u maintain that thi, i. blac 
tim u ar • bla k u ar abl t r gniz it a bi k. Thi i • 
kill. That' flu n . Th n it' maintain d-e n if y u'r p d ith r 

two w ks ou till know thi i bla k. Thi i maint nan . Th n t • n. 
Where er u e bla k, ou ill r cogni black-wh th r it' a dupatt , r n r 
bag. ther are many stages in learning. We ha to gi th in u • 
tage of learning and depending n the di ability. w d 

through mu ic, dance and drama. So we make thi n black-

thing you in black? A crow ... w put tog th r I t f th • • nd I t 

thing in ellow. We don't want to confu them with t man c I ur . 
tart off with only on or two colour . So they will be abl t id nti n t 

black, but th w n't be able to identify it a gr en. That i th fir t ta . 

VJ. Th re' another thing I would Iik to a k y u. I d n't kn w, I d n't ha that 

xperi nee. When th parent hav to confront a pa tic hild r a di bi d child in c n 

wa , th r i ome ort of a mental bi ck that i f rmed t ward th hild. 

ov r ming that i al o m thing that a pecial c ntr ha t d al with. B ft n 

the c n ay h re' th hild, n w it' y ur r pon ibility ... 



-up t h m ry imp rtant for(, ny input. upp > w 

m t fi • -f r u , it i mar imp rt nt to t h th 
f hild. Lik , brin rn fiv fil , th hild hould b 

ab] t • , t i th n pt f numb r fr m n t fiv A hild may 

b rit b r t fr m n t 100 but n t b abl t pi k up fiv fi) , o th r '. no 
p int. t h m thi child had a ib1ing wh wa d ing thi r t horn w rk f n to 10 , 
g ing t n rmal h 1. thi f How u d t imply writ , writ nd writ nd 

nfu d b tw n scho l and horn . This an b a t rribl thing and w w nd r d, 
who' gi ing him th input . Th n w r aliz d h wa d ing it at horn . Sow hav a 

d1at with ry parent who c me from th beginning to the nd-th r i int racti n. 

Titi i what w are teaching in cho l and this i what we want y u to fo u on at horn . 
It i b tt r u don't onduct an s ion at horn rath r than conduct on that i 
mi directed. It i b tt r t I t th hi1d ju t b and w will handle th child for you. We 
ha COWl Hing es ion al o, w ha a coun Hor h re who is a therapist as well as an 
MA in P eh logy, and i a pecial ducator also. Peopl who believe that the 
method I gy i complet in it elf and that it can provide holistic rehabilitation, put their 

hildr n in ur c ntr and they se the result . 

1. an ou elaborate on som of the developments that you've seen in pecial children 

that ou' worked with, some pecific things you've noticed? 

AK. o man thing . A child couldn't m v on part of the body, today he is moving it. A 
child c uldn't hold a tumbler and sip, today the child i drinking water by himself. Thi 
i th kind of assessment that we do. We decide on c rtain goals to achieve. We decide 

b the end of the term, the child should be able to recognize one-five, hould be able to 
r cogniz th colours yellow and black ... For example, saving reflexes are n t present 
in ome children. lf something's coming straight at them they won't have the presence of 
mind to avoid it. So these are three goals. At the end of the term if the child has achie ed 
the e goals, then we mark as achieved. Then go on to five to 10, green and red. 

We vary the programme for each child. At the same time one activity can achieve 
everal goals. We don't just have individual work, we have group work and individual 

work. When we are doing group work there may be a child who needs fine motor 
control, another child who needs to learn to wait for his tum, as far as social skills go. 
There may be a child who needs to be taught to tell his name, vocalize his thought . 
There may be a child who needs to comfortably stretch his legs and fold them back, that 
mobility, that movement may be required. Now, in a game--let's say we integrate ball 
play with music. This can achieve all the goals. Try and catch it-fine motor contr I. For 
another he learns how to wait for his tum, he can't just grab it. The 3rd child ay hi 
name and he gets the ball, and the 4th child is told to stretch and fold back hi leg e ry 

time he gets the ball-that's his activity. Every goal is achieved, we incorporat 

everything into that one activity. That's our creativity. That's the facilitat r' job, that i 

the job f ME. Wher is our challenge otherwise? 

Actually it' v ry difficult to present a very exciting visual asp et f the f rm t f 

r ative Movem nt session. It's very difficult. Th creative m v ment b 

fun for all tho e involved but how good it'll be a a performan on stag n d n't 

know. But w want to give you an idea of CME. It's time peopl g t t kn w m r . l ·t 

of th thing ar don as s ion work with the childr n. F r p rf rman , it i • ju ·t 

tru tur d and putt g th r by us. ontribution ar by th hildr n. Th t' \ h t 

all ab ut. W r fa Hitat r , not v n t ti M v m nt du ati n d , n 

} v t h hi r a r h y of t h r n d tu d n t . W a II I rn t g t h r. t h m :1 
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tru ture, the b undari ha t b laid ut. We ha e to give them some param ter . 

Th gr und rul have to be laid, but th re i freed m. 

Right n w we hav n't tarted an ' vo ati nal training unit. We hope to tart one 
which \-viii b also b tructur d toward th atre a tiviti s-making of props, making of 
.et ... Year before la t w got a child who we felt ould do ome kind of a j b. Thi 
child who u ed to be o cared of coming by publi tran port, so sea red o horns, 

wouldn't leave hi mother' ide, aft r two year at RASA-not even two year he wa 
ready to face th world. owe recommended him to the uindi Vocational 
Rehabilitation entre where he' working as a cycle mechanic. We do that. We do have 
academic kill training to a certain extent. We can teach a little of Geography and a little 
of Biology-not biology, but what we call nvironmental Science -als through 
Creative Mo ement. But we don't put them through any board examinations or 
anything, none of our children are ready for it. If we feel that any of our chil<lren are 

ready for it, we will recommend them to a ational Open School. But at the same time 

we do not deny any supportive element of Creative Movement Education even at that 

tage. That child should come for Creative Movement inputs for supporti e work-for 

group skills, for socializing, for self-esteem development, self-confidence building and 

also upportive geography, supportive environmental sciences, supportive everything. 

It' only the written paragraph that we don't teach. Everything else, we teach. 

There are three children in fact whom I have integrated into my regular 

Bharatnatyam music and dance training at RASA Arts Centre. For those children I'd lik 
to do an Arangetram. But you have to take it as it comes. 

Basically, traditional Indian theatre includes all aspects, namely-dance, mu i , art 
and craft and drama in its complete cope. 

The options in drama ar unlimited. Flexibility and creativity combined \ ith 

disciplin and structure provide the best combination for a learning proces . Above all it 



. reat fun and children look forward to th . 
I. g e sessions The r h 

rformances make the whole learning process more 1. • . c earsals and the 
pe ac 1ve c1nd Joyful. 

When u ed as a form of therapy, drama could b d . . 
. c use for ach1cv1ng spe ·r· 

developmental goals. The techniques used in Theatre d . . • c, 1c 
. an group dyn;im1cs, includin 

mime, role play, role reversals, creative drama and scriptd d I g 
. . e rama, cou d be usrd 

towards t\us end. Also, staging a play draws the individual to t· · 1 . . par 1C1pr1 e more actively 
in the therapeutic process. 

Drama therapy facilitates change through the drama process. By active participation 

in the experiences the strengths and weaknesses of the characters in the drama, the 

situations, they face and the emotions they feel. In enacting aspects of life, the individual 
develops a more holistic insight into the life situation. This facilitates transformation­
opening up a number of creative and alternative ways of dealing with life situations. 

1 have had the good fortune of applying the different aspects of theatre as a holistic 
developmental tool. GlobalJy termed Theatre for Holistic Development, the effectiveness 
of this methodology is evident across abilities. Every single person who has come into 
contact with this methodology has benefited in some manner. 

As a developmental tool for children with varied disabilities I have found it 
facilitating development in all the areas of development as in 

-gross motor development 

-fine motor development 

-<levelopment of cognitive skilJs 

-language and communication skills 

-social skills development 

Drama facilitates an individual's progress by its basic potential to reflect life 
experiences and thereby provides scope for transforming it, as and when required. A 

Traditional Indian dance at RASA. 

. I 
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nn ti n, ther f r i reated betw en the individual' inner world, the pre. ent 

r ituati n in life and the acti i in th 'Drama' sion. ew und r tanding 

f functi nin re ult b thi conn ction fanned by participation in the 

Dan c and vem nt pro id one of the most per anal and effective mean of 
communication. a de elopmental tool-dance provides the tructure for 
understanding ne's bod and helps in the expre sion of inner feeling through one's 
b dy mo ements as well. Cognitive skills are also harpened as the mind and body 
work together e ecuting dance movements and expressions. 

Music facilitate mental, ph sicaJ and emotional well being. The mu ic elem nts of 
rh thm and melod can be u ed both to provide emotional support and to provide an 
outlet for th e pression of inner feeling . The contribution of music for weU being i 
unique in th fact that every human being responds well to music. 

Just a the u e of Orama, Music and Dance as a developmental tool, is not tructure 
oriented, the u of Arts is not product oriented. Neither are these purely recreational. 
The are pro es oriented and therefore provide a high degree of fulfillment ev n as the 
progress takes place. When Arts and Crafts are used as a developmental to I the 
indi idual is gi en cope to express the feelings through a variety of art media including 
paintings, sculpting, drawing and the like. 

Dramatizing a lesson or a topic creates a greater impact than a stylized text. Story 
telling b wa of speech and drama, mimicry and pantomime can be great fun-an 
unforgettable experience for all the students participating. In addition to communicating 
internal! and externally, the drama exercises stimuJate the senses and exercise the body 
as well. 

Again, dramatizing a situation makes it possible to penetrate the surface and 
provide a path to knowledge-knowledge not only of what is to be studied as part of the 
textbooks at school, but of insights into things of equal importance if not more-such as 
the ability to empathize with the ideas and feelings of other people. 

As mentioned earlier, the emphasis in using Drama as a developmental tool lies not 
as much in the performance as in the process. Therefore while enacting a particular story 
sequence, lesson/part of lesson/situation and the like, it is important to help the 
children learn to 

-analyse the concept 

-represent the subject effectively by understanding and evaluation 

-build up a progressive sequence in the representation 

-realize the importance of working as a team 

-identify their own role in the process 

---<!xpress themselves freely through dialogues, sounds, mime, music, dance, 
supportive stage accessories, and such other methods suitable to the presentation 

. ~en the ~ight mood has been set, and all this has been accomplished, there is 
hoLi be change m the children. For example: 

G~oss Motor Deve~opment could result by dramatizing even a simple rhyme Like 'Jack 
and Jill go up the h111'-walking skip • • · f · 
. . , ping, Jumping, allmg and rolling could all be 
incorporated mto the play in a suitable manner. 

◄ 



1 nt ut m ti all 

h nd pu p t , , n in in tin m 

m and n. 

11n and 0111111,mi ati 11 kill and 
ati n in th pla f rmat. Th ituc1ti n 

ial .. kill. ar 
i 

reh dback, c aching, • and b r pla in th p rf rman 
f ma t ry. 

It hould b r m mb r d that the ar but 

a p cts of Th atr a d v I pm ntal t l i in fact 

creati ity of an gi n individual which in it If i limitl 
\ ithout an limit. 

of mm r 

a. th 
lut I 

Action a in actually 'doing' i an important m ans of bringin about eh n . T k 

th ea e of when on wants to learn t pla ba ketball, what h uld n id ally d ? 

-talk ab ut it? 

-r ad a book about how to play ba ket ball? 

-see a video on it? OR 

-pick up the ball and try to throw it into the ba k t? 

Naturally, without actually throwing th ball into the basket, it w uld b impos ibl 

to learn the game. Without 'doing' learning can never b compl t . 

Theatre activities pro ide active learnin experience and ince lif situation are 

simulated in the classroom, there i immediate transferance of the learning from th 
classroom to real life. Above all it is great ftm ... indeed the best way to learn. 

[Interviewed by Vikram Iyengar, March 1999, Chennarl 
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'the ord special is central here' 

VI I ENG RO PRITI P EL and THE ACTIO PLAYERS 

Priti Patel i an n nt f th cla i al danc f rm f Manipuri, a <lane teach r and 

eh re rapher ba d in alcutta. h head h r own in titute of <lane , th Anjika 

ntr f r anipuri Dance and Mo ement Therap where she run an int grated 

trainin pr gramme for both normal and disabled children. he wor xt nsi ly with 

the Indian In titute for C rebral PaJs , CaJcutta. 

Zarin Chaudhuri i a n ted theatr actress, director and de igner based in Calcutta. 

inc 1973 he ha b en working with the Oral School for the Deaf. This interaction later 

a ri t The ction Pia er , a compan of deaf actors. Since its inception, the 

compan ha creat d and performed a number of ucce ful productions in Calcutta, 

oth r citi in India and beyond. They have worked with a cross section of personalitie 

from th \I rid f perf rmance including Astad Deboo and C. Y. Gopinath. 

These are two e amples of the world of performance meeting the world of special 

ducati n in Calcutta. 111 word 'special' is central here. Priti Patel refuses to use the 

rd di abl d r abnormal: these are pecial children, she says. That does not only 

mean that the ha especial needs, but special capabilities too. After all, in my interview 

ith her, h underlined the fact that for the first six months that she spent at the Indian 

lnstitute for Cerebral Palsy, she was at a loss as to what to do, how to handle this entirely 

foreign ituation. She is a trained dancer coming from a background of carefully 
structured movement which in her own words is 'coordinated, rhythmic, smooth 

movement (while] spasticity is the absolute opposite of that-uncoordinated, 

unrhythmic, rough movement. It's dance which has to ease these out.' But the 
insurmountable question she faced at that time was, How? 

Ultimately, it was the children at the Centre who taught her how to teach. She 

'discovered a whole new field of spontaneous movement where there were no barriers. 'I 

began spontaneously using my Manipuri dance format to teach.' It is this spontaneity 

that even the most structured and codified dance must retain in the dancer, it is this 

spontaneity and joy in an act of creativity that must be retained and encouraged in a 

child by any education system, 'special' or otherwise. The situation with a spastic child is 

problematic in a very specific way. 'They know what has happened to them. They can 

see themselves in the mirror. 'When you are mentally retarded, you are aware of certain 

things, but not totally so. Whereas a spastic child is totally aware.' This is probably why 

motivation in children with cerebral palsy plummets. They put on a lot of weight. If they 

are asked to dance, they won't. They must be brought to a level where their inhibitions 

about themselves are negated. The moment this happens, they become deeply motivated 

and want to try their hand at everything. And because these children are aware of their 

own drawbacks, they take nothing for granted unlike so many 'normal' people. With 
older children, the results emerge through another avenue: 

'With the older kids who have behavioural problems, they come and tell you what 

their problems are when their inhibitions are removed. They are adults. It's most 

difficuJt for the 18-19 year olds. They have sexual desires, but how are they going to fulfil 



Que I for Harmony: lntegrnted co11cert(A11jikn n11d Indian Institute of Cerebral Pn/-y), June 2000. 
P'1otograp'1 by Sublzen Banerjee. 

them? It bothers them; it's sometrung they never talk about. But when they come to you, 

that's your opportunity to cure beha ioural problem . That' how you do it. It' a 

continuous process.' 

Once the spontaneity and motivation arrive, dance it If i therapy. The very act of 

dancing, of being involved in something that is very natural for an human body 

(however disabled) to indulge in, of giving leeway to something that an child responds 

to at a highly personal and individual level, paves the way to cure, to ease, to oath th 
most severe behavioural disorders. Any form of expression works wonder . 

Priti Patel recalls a visit to Hiroshima for a performance: 

'The hotel that I was staying in, opposite that there was an automobile work hop. 
All day the cars kept coming in. The workers would ha e to report by 9. They would 

come in by, say, 7:30 in their overalls. And before joining work they would all do their 

Tai-chi. I was there for fifteen days and every morning they would do that. It' 
stimuJating. Your day, begun that way, will go fabulously. I b Lie e it. I fe l it ~hould b 

included in every system of education. [ ... ] By the next century we ar going to be the 

highest populated country in the world but we have no excellen e in mu ic, ports. 

Where is the excellence? We are not giving that environment to the child.' 

It is this absence of motivation and, perhaps mor importantl , moti a tor· whi -h 

dogs the steps of the existing systems of education today. 

The Action Player once again prove Priti Pat I' e p rience f I arning tt h.',t(h 

from her students. When Zareen Chaudhuri wa fir t a ked to t a h time t the )r ,l 

School for the Deaf where she would be intern ting with a group of t =-enagers w hl WL'r1.• 

>ith r profoundly deaf, or hearing impair d, he w, h sitant to b •gin. Uut S1.) )I\ :-.h'"· 

found that they had an innat ability to p rform mim, s 'th h:1d, from tht•ir •,irli ·st 

day , d ..,P nd d on gestural Ianguag, to ,onv •, th ir f •eling~, rn i 1bo h Y,llb1.' th ,, 

ha e ry, v ry strong pow C)r of ob • Jrv,1ti n.' It i • quit' tru • th it p • )pll' tl•pri I ,t 



one or more of the en e are ble sed with a ixth, even if that is taken simply to mean an 

enhanced le,·el for the functioning ones. 

From the earl shows with the Oral School for the Deaf, it was a logical step to The 

Action Pla ers, a compan which is now well known in the city and beyond for their 

kilfull crafted sequences involving mime and speaking actors. Lndeed, they have 

e plored music and e, en the realm of dance with choreographer Astad Deboo, 

responding to a pulsating inner sense of rhythm that they feel, not hear. In the film 

Strictly Ballroom, the professional dancer, Scott, is asked by a Spanish matriarch, 'Where 

do ou feel the rhythm?' In response, he sketches a few movements with his feet. No, she 

tells him as she thumps his chest. It is the heart which feels it. And that is how it should 
be, o, er and above the consideration of the source of the pulse. 

Playwright C. Y. Gopinath, momentarily 'struck dumb' by an invitation to work 

with The Action Players found himself agreeing to a proposal which he had made up his 

mind to politely refuse. It is worth quoting at length from his contribution to the 

Millenium brochure of The Action Players where he recalls the 'effortless way in which 
these deaf children and youths have touched my life with magic'. 

'Though my profession is in communications, it has always been with those who can 

see, hear and talk-the so--<::alled normal people. How on earth would I communicate 

with a team of the deaf? I had no knowledge of the elegant and expressive language of 

gestur through which the deaf communicate with each other. I could just see myself 

standing clumsily before a roomful of enthusiastic young deaf men and women, fallin 
into a ilence between useless words and meaningless gestures. 

From the very first day of the workshop, 1 realized I would be learning more from 

the d af than th y would from me. Unfettered by language and communi ation 

con ntions, they were master at reaching out to their ·mor tilted br thren, . u h 

my~lf, and just plain and imple communicating. Indian ign language i neith r hight_ 

volv ~ nor unih d, but when g tures failed, proved inad quatc, th : y ung p 'FI • 
would effort! -~Jy ~witch lo mim , at which th y w r dingly kill i. 



T/1e Actio11 Players 

I have always been struck by the observation that it is difficult for a deaf person to 

say something dishonest-signed communication requires the participants to be face to 

face, and in eye-to-eye contact. Communication requires attention not just to the signing 

hands but the entire body and expressions. And while a 'normal' person can say one 

thing and mean another, a deaf person cannot because her pupils will always speak true. 

At the workshop, I came to appreciate not only the depth of their sincerity and 

emotional honesty, but also their extraordinary sensitivity. There is nothing casual about 

a deaf person. Their need for people and communication endows them with reserves of 

warmth, affection and thoughtfulness that shine through the thickets and nettles of their 

difficult lives. Their supreme talent is in making you forget their daunting handicap and 

put a smile on your face with their warm humour. • 

As I watched them go through my workshop games and exercises, with joy and 

energy, I knew that between me and them, I would always be the one with the 

handicap.' 

[All quotes a11d material for Priti Patel taken from an interview by Vikram Iyengar in April 1999, Caimi/a. 

All quotes and material regarding The Action Players culled from their Mil/e11iu111 brochure) 
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