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drama does this as a matter of course: it is forever mutating,
illuminating, forever having fun.

It is the same with education and educating—they must constantly evolve. And

forever exploring, forever

‘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 lighter bosoms on the
hearth to see the ashes of our fires turn grey and cold."15
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where you are able to enter into the role, into the life, into the body of somebody else
and be someone else. You develop a kind of empathy, and these are the essential aspects
of drama that schools should be insisting on. So | would say perfect understanding is the
first stage. I would say that entertainment is practically a by-product. I think the major
reward is not the clap at the end of the show. The major reward is that the child actually
begins to understand that new charcter s/he has played. And that awareness of being
able to get into another domain of thought and behaviour is very powerful. That is what
the school director should be aiming at.

One shouldn’t be too severe, you know, because if the play’s a success and people
are made happy and pleased, then naturally the reward to the children who are
performing is huge. One always goes into a play thinking it is going to be good. We are
going to have 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's Charlie’s Aunt, you have to explore certain technical
qualities that lie in farce, 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
pleasure of achieving something, 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.
Children have to get the meaning, have to understand certain technical elements in it,
and if it’s a play 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 which 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 this 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,









Rajiv. Arr'ey! Hello Mr Kambal. What brings you here?

Throws the towel on his bed, moves to Arun’s locker and, keeping his back to Arun, brings 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?
RAJIV. So what’s wrong with Kambal?

Arun suddenly realizes that Rajiv has got his aftershave lotion. He throws a pillow at Rajiv,
who expertly catches it.

KAMAL (changing the topic). Can you give me my money now?
RAJTIV. Now wait a minute! Just because I called you Kambal . . .

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

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

rRaJIv. 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.

RAJIV. 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 Rajiv.
sujoy. Hey, Rajiv-da, I got them!
RAJIV. Balcony?
sujoy. Right in the front row, just behind D. C.
RAJIV. You got corner seats?
sujoy. You don'’t have to tell me that?

Sujoy gives Rajiv the tickets and some change. Rajiv pockets it, sees Kamal watching and
guiltily, brings out five rupees.

RAJIV. Look, I can give you five rupees now. (Kamal looks dejected.) Listen, I'll give you the
rest the moment my money order comes in. That’s a promise. (Pushes the note into
Kamal's shirt pocket.)

KAMAL. But I need more.
RAJIV. Sorry, that's all I can give now.






RAJIV (gleefully). So! It's ‘we’ now, is it?
ARUN (defensively). So all right. I
my life.
Sujoy returns from right with Pintu in tow.
pINTU. What's the summons for?

RAJIV (welcoming him like a long-lost brother). Ah, Pintu my boy! (The welcome is lost on
Pintu.) I want a car.

PINTU (bored). Yeah! Everybody wants one. So what do you expect me to do?
RAJIV (as if explaining to a child). You can get one from your uncle’s garage.
pINTU. Why should I?

ARUN (blurts out). We're going to rob a bank.

PINTU (raising his eyebrows). Well! Well! A bank! Which one? The Reserve Bank?
rAJTIV. Come on, we're serious.

PINTU (sarcastically). So you're serious, and I'm your official travel agent. Goodbye. (Turns
to go, but is grabbed by Rajiv and made to sit on a chair.)

RAJIV. We need you to drive the get-away car.

PINTU (looking at everyone). You guys are really serious. (Pause.) OK . Let’s hear some
more.

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

PINTU. Where is it?
RAJIV. In Alipore. Real quiet place, no policemen within earshot.
KAMAL. How come you know so much about that bank?

RAJIV. [ go to Alipore to meet . . . er... (embarrassed) . . . you know who. We usually meet
at the street corner 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 why did 1
observe the bank so closely?

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

RAJIV. There's five of us. You get a fifth of the haul and a hefty bonus for the use of the
car.

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

RAJIV (to Pintu). Well?

PINTU. How much do you expect to get?

RAJIV. A couple of lakhs at the minimum.

sujoy. That's 40,000 apiece. Wow!

KAMAL. Not me. (He is still ignored.)

PINTU (after a pause). OK, I'm in! When do you need the car?

RAJIV. Let's not decide the time until we’ve practised the whole thing a few times.
PINTU. What? You expect me to bring the car every day for practice?

RAJIV. No! No! What we do is have a dry run, just sort of rehearse the moves and timings
without going anywhere near the bank. Maybe ... maybe right inside this room.

m human too. I can’t live on tuition money for the rest of






bag under Rajiv’s bed. He brings it and puts it under his feet. Sujoy turns to Pintu.) What
kind of a car are we getting anyway?

piNTU. I'll bring a Maruti compact. I'm more used to it.
sujoy. Red?
PINTU. Yeah.

raJIv. OK, there are enough red Marutis about, but we’ll have to do something about the
number plates.

rINTU. That's no problem. There are plenty of old plates hanging about in the garage.
ARUN. If it's a Maruti we better sit closer together. It's a small car.
They move closer.

PINTU. Everybody, ready.

RAJIV. OK. Tt is exactly 9.30 now. Everybody check. (Everybody checks their watches.)
Righto! Pintu, let her roll.

Pintu mimes starting and driving the car. The sound and motions he makes this time are more
convincing. Kamal, who has been sitting on Rajiv’s bed all this time, wanders aimlessly
towards Arun's bed. Pintu breaks hard with a screech.

Child’s Play, 1987.

PINTU. What you, you fool! You'll get run over.
KAMAL. Wha . ..?
PINTU (jumping up). Rajiv, I can’t drive if this guy walks about in front of the car.

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

Arun nods. This time they go through the motions with a great deal of seriousness. Pintu,
trying to increase the pitch of the engine with his voice, starts coughing and stops.

ARUN. What happened? Why did we stop?

PINTU (recovered, with a straight face). Traffic lights.



Everybody, including Rajiv, collapses with laughter. Pintu starts the car again, drives for
some time and then stops it with a flourish.

RAJIV. There we are, right in front of the bank, Arun, how long?
ARUN. 17 minutes.

PINTU. We started too early.

RAJIV. Yeah. We should start about 9.40.

SUjOY. Better keep some extra time. (Elbows Pintu.) Traffic lights, you know. (Everyone
smiles.) If we are ahead of time we can always hang around for a while.

RAJIV. Right. In that case 9.30 is OK. Let’s set up the bank now. (Sujoy and Pintu go to
Rajiv’s bed, get Kamal off it, and shift it more towards the left of the stage. Rajiv and Arun
settle the two desks and chairs to represent the bank counter.) Everything ready? Kamal,
come and sit 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.)

ARUN. Take care of people! With what?

RAJIV. 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.)
RAJIV. Sujoy, you’d better carry a knife.
sujoy. Where do I get one from?

RAJIV. 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.

PINTU (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.
RAJIV (exasperated). Kamal!

KAMAL. Well, I told the absolute truth.

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

sujov. Do | only take the 100 rupee notes or everything?
RraJiv. First the big ones and then if there is space . . . (Stops and thinks.) Listen, I think
we’d better exchange positions. (Give his hairbrush to Sujoy and takes the knife himself.

Casually handles the knife and looks over in Kamal’s direction.) Let me deal with the head
cashier.
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ARUN. Oh my God! What do we do now?
KAMAL. Listen, I haven’t done anything.

RAJIV. You dirty, dirty bastard. You bootlickers will always make life impossible for us.
You have no right to live. (He moves menacingly towards Kamal)

KAMAL (timidly stepping back). What have I ever done to you? Why do you hate me so
much? (He runs to Sujoy who holds him.)

RAJIV. | would like to carve you up into little pieces, but we haven't got much time, so [
am going to make a quick job of it. (He raises his knife. Pintu gets off from the bed.)

ARUN (shouting). Rajiv!
Everybody freezes. Rajiv slowly lowers his knife, drops it on the desk and moves to Arun’s bed

with his head in his hands. Sujoy lets go of Kamal who stares at Rajiv in disbelief. A knock is
heard. It is some time before everyone returns to reality. The knock is heard again.

ARUN. Yes, who is it?
VOICE (off stage). Is Kamal here?
ARUN. Why?
VOICE. There’s a letter for him.
Arun motions to Pintu, who goes out through the right.
KAMAL (shocked, to Rajiv). You were really going to kill me.
Rajiv does not look up.
sUJOY. Just forget it, we were only play acting.
KAMAL (vehemently). No, you were not. I didn’t know you hated me so much.
ARUN. 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.

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

PINTU. 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 towards the right with a blank face. Rajiv
looks up and moves to face Kamal at the center of the stage. Lights dim, highlighting only the
two of them.

RAJIV. Kamal . . . Where is this bank of yours?
Everybody looks at Rajiv. Kamal stares at him in horror. Everybody freezes as the lights dim.
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Any child exposed to a little theatre will start doing it, doesn’t matter where the

are. What 1 think is important is, instead of only doing plays, it’s important to have
theatre in teaching. What I'm doing is not part of the so-called regular teaching. Why,
I'm talking about just now is a time that I can do theatre or anything I want—A CﬁVity_
I'm doing discussions, experiments in Science which wouldn’t norm'al]y get done in their
course. Also looking at singing, doing a lot of visual things—graphics, painting, poster.
making and collages. There is scope for doing all this, that’s what this Activity period i
there for—for doing all kinds of things. That's why it’s got this silly name of Activity,
Anything goes. There can be a very serious discussion on why we should believe in Gog,
why do some believe in God, and some don't, there could be storytelling, some kind of
drawing of a different kind not what they usually do. There could be theatre of course,
dance, or just thinking quietly and thinking about oneself, reflecting upon oneself and

then coming out with something.

By teaching [ mean . . . If I'm doing English, if I'm doing the sciences, how can I use
theatre to help me as a teacher and to make a child learn better. Because one thing that
happens with anything related to dramatics is that you actually do it either by talking or
with your entire body. So you are using space, and learning through space is something
children find very 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
free in this room, we are all over the place. We can run around. We can come close if we
want to. We can move around, nothing prevents us. When we are liquid we have to hold
hands. There is a bondage, if we are holding hands it can still give movement, a flowing
movement. You show it in class. I get eight kids—if you were molecules of gases, what
will you do? They have a gala time running around chairs and tables and the like. But
since 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 they 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 maove. So how will you move? You have to move en
masse. 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
there—they are asking questions which others answer. Can we climb out of the window
they ask and I allow them, provided we are on the ground floor. Can we roll? Yes, some
objects you can, but can you roll a table? Somebody else will point out, if it’s round then
it’s easily 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, say we
start applying heat, what will happen? The parts start withdrawing, then you withdraw
and withdraw because there’s more heat. You become liquid and then gas. Then we go
on to solutions. If there are eight kids get four to be molecules of gas. The others dissolve
in. What is easier to dissolve in? Can you dissolve into a solid? You can’t, because you
can’t get in. They are so close to each other that no other molecule can squeeze through.
To do so and be held they have to get to the liquid stage. Because not everything can
dissolve in gas.

So they get an idea. This is one thing teachers should be doing more and more. I
have done it not becausc of my theatre background but because | enjoy teaching. Lots of
teachers do different things. In Language classes, for example, they do a lot of
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was 20 centuries ago, while theirs was just a couple of years back. That helps a great deal
in looking at teachers, reflecting upon the fact that, okay, what is a teacher? It's a very
difficult question. You cannot make a definition of three words. A teacher is lots of

things. I'm just hoping that they will be open people willing to draw upon their own
resources and the child’s resource in the classroom.

(Interviewed by Vikram lyengar and Ruchira Das, March 1999, New Delhi]
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‘a self-learning process’
AN INTERVIEW WITH ASHISH GHOSH

DR ASHISH GHOSH is an actor, director, singer and children’s theatre activist based in New Delhi. A
teacher of Political Science to undergraduate and post-graduate students, and drama in relation to
education to B. El. Ed. students, all in Delhi University, Ashish is also the Joint Director of
Developing Countries Research Centre, University of Delhi. He is the Founder-President of
ANANT (Association for Nascent Art and Natural Theatre). In this interview of April 1999
supplemented with additional material, Dr Ghosh speaks about the development of his theories
and methodology in approaching children’s theatre through his experiences of working with
organizations such as the Sahitya Kala Parishad and Bal Bhavan, and later the evolution and
objectives of 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
school in Chittaranjan Park, which ran for six years. The name of the school was
Vivekananda Sikhsha Sadan. We wanted to emphasize certain ideas like activity,
orientation, community participation, mother tongue at least in the primary stages, so it
meant 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,
questions like ‘what is the use of the mother tongue?’, admonitions of ‘be practical’—I
felt as though I was living in a fool’s paradise.

It is 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 schooling system where the equation stands thus: the children don’t know
anything and the teachers are the knowledge givers; we have to give and the children
have to take—an establishment format for passive learning. There is something
fundamentally wrong in that approach. No one can learn unless one wants to learn. Can
dramatics help in better learning? Can we do something to help children be ‘agents’ of
knowledge—where they can learn all by themselves, and where the teachers are only
facilitators in that learning process? So that was the starting point.

In 1986 1 had a long chat with Rati Bartholomew; we exchanged our views on the
state of theatre in general and children’s theatre in particular. We agreed to approach
Sahitya Kala Parishad (SKP), the Government of Delhi’s cultural wing, with a proposal
for children’s theatre workshops in summer, in different parts of Delhi. At that time
children’s theatre was not all that popular in Delhi. There was the National School of
Drama (NSD) which had workshops in NSD itself, Rekha Jain used to do something
through her Umang, Barry John was propagating the fresh idea of ‘theatre in education’,
and perhaps there were a few others, like Prabhjyot Kulkamni. So we approached Sahitya



Kala Parishad on an experimental basis, keeping two or three major departures from
prevalent notions in mind. One was to let theatre be decentralized and allow it to
happen all over Delhi. Number two concerned the usual scene for children’s theatre
where one made a script and children acted it out. This entire process needed to be
drastically changed. The children’s ability to make their own scripts was to be
emphasized, letting them evolve through dramatics. Children were to be their own
spokespersons or the agents of their own creativity. It is only now that we hear so many
people claiming that children are doing their own scripts, and that is a very positive
approach. Three, we wanted to reverse the scenario of children parroting the director’s
instructions, and lastly, to give the impression to the children that theatre is not an
expensive affair. That was unfortunately a notion prevalent in children’s theatre at that
point of time. The director would have a script ready and the children were made to do
things like in any adult play. This scenario needed some drastic changes. We wanted to
emphasize that children are quite capable of evolving their own natural game of drama.
The question is: can you have children evolve their own production and call it ‘theatre’?
In the West they have termed such plays ‘creative drama’. Children’s theatre is serious
business there and done by trained actors. My answer is, ‘Yes, we can have children’s
theatre played by children,” but this will be special theatre. Two centres were opened in
the first year and I think the difference was quite remarkable. For four years I continued
there though Rati left in the very first year. Both of us wanted this experiment to carry on
throughout the year, not as a holiday affair, but then Sahitya Kala Parishad could not do
that. Rati discontinued but insisted that I continue, so I continued for four more years.

So that was the phase with SKP. We were trying out certain things, when all the
scripts 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
various situations, 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 turn 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 those
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 various
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 spaces are
shrinking steadily. My approach to children’s theatre is to provide a platform where a
child can speak out. Adult actors can never create this universe of children on stage.
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 director should be the
facilitator; not directing or controlling—something which has become so dominant in
theatre these days. He is not there on stage but his input becomes so clearly evident—as
if it is the director’s play—whereas I think theatre is essentially an actor’s medium.

After this SKP project I really did not do much for about two years precisely because
I wanted a place where I could continue working for some time. Then in 1989 we
registered our group, ANANT—Association for Nascent Art and Natural Theatre. It is
true that children’s theatre has provided me with simple answers to many nagging
questions dealing with complex theoretical issues. First, it had to be through play—the
emphasis on the play element, very natural to children, is very important. Second, it
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Bhavan most of the children were from the lower middle class and the poor families of
Chandni Chowk and Old Delhi, or from the trans-Jamuna resettlement colonies, They
were very difficult to control but they were very interested and physically fit, so you
could ask them to do anything; they were also very mischievous and had to be
controlled strictly. However, they came up with the idea of kite flying which gradually
became a sort of research project. What are the reaction of the parents, what are the
reactions of the neighbourhood? What are the reactions if there is an accident? The
workshop turmed out to be a tool for investigating the entire phenomenon of kite flying.
Kite flying is a game of knots, not simply of the kites but of other related things—their
activites and reflections while flying the kites. So two parallel stories emerged, the form
was flexible, the storyline was flexible. It was not natural and thus there was a lot of
scope for stylization. So dance was introduced, as was music, then puppetry. These were
all designed initially by the children following which the designer added his final
touches. Hence it all came together really effectively.

In the next year at Bal Bhavan people took things for granted as happens in a sarkari
institution—you really cannot do too much. Ultimately my work was reduced to chasing
music teachers and dance teachers, so I gave up. But then they did an excellent play
based on the institution of the government school. Most of the kids were from the
government schools and that was the first time we became aware of certain things that
actually go on in such schools. I must share with you the incident which served as the
starting point for this play. There were two Muslim boys who were part of the
workshop. One day they came to my house and one of them said, ‘Tomorrow I have my
exams’. | said, ‘If you have your exams don’t go here and there, just go home and study.’
And he said, ‘Nahi, mera bhai de dega.” (No, my brother will sit for it). I could not
understand what he was saying for quite a while and neither could he understand my
surprise at his answer. Then I came to know that this is was a very usual practice in
government schools. This year, in contrast to the first year, we were all hunting for a
theme and none of could not agree on any one suggestion. So [ asked them ‘Can you
make a play on this?’ Everyone agreed and we started working on the children’s
personal experiences in government schools, from which evolved the play Chor Chor.
That came out to be an interesting way of presenting issues, especially the horrors of the
present education system. It was covered by two-three newspapers and flashed by
UNI—they probably got attracted to the ‘topic of the play. Whenever there is something
sensational, more people come for it. Newspapers used front page captions like ‘It’s no
more child’s play’, ‘Students take their teachers to task’ ... It is then that I decided that
something really serious had to be done with the educational system.

In the third year we attempted an unusual play—a ‘nonsense’ play—and the process
was very interesting. When you ask children what sort of a play they want to do, they
always say something ‘jisme maza aa jaye’ (something which is fun to do) like comedy. |
was working on the nonsense element and thought, let’s see whether nonsense can
happen or not. The end result I think had more or less my inputs; it was not entirely the
children’s inputs, more of a joint effort. But I had to get the children’s insights otherwise
there was no point in doing children’s theatre. One has to get their perspective. That play
was called Qo-ta-pa-la-ga-gu-rd—'jiska koi sidha matlab nehi ham’ (That which has no
meaning). The story was woven around a sutradhar who bears the great burden ot
tradition, which he carries in his jhola (a big bag), with a thread m his hand symbolizing
continuity. The thread ends at a spot called the stage. Unless he ties a new knot or a new
thread he cannot proceed further. When he attempts to do so the whole situation
becomes chaotic and the characters come out using all the props and costumes that the
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Irshad has studied only upto Class 12. But apart from that he ?1a's done mime Courseg
with Niranjan Goswami. He is a very eager learner. Imran, who is in the second year of
college, has gone in for theatre and is doing a lot here a.nd thfrre. He is also Yvorking with
us. Manoj, another Bal Bhavan product, is specializing in design. We are trying to engage
them all. So in this particular special education programme we found that dramatics wg
really an enabling tool. Again, the principle was the same, so when these children are
shown how to do things, they really can do a lot more than expected. Irshad conducteq
the month-long workshop for the mentally-handicapped and that was an immenge
learning experience for all of us. We did a play using a script—a change from the usyga|
format that I use. The script was written by a friend, Kishore Thakral, based on the
Panchatantra stories. The first thing that we decided was that the children were going to
be alone on stage, without any support from the teachers. Earlier, the usual practice was
to support the children on stage. We were sure that ‘showing’ off a good play was not
our main objective. The process of helping them to do more—call it therapeutic—was
more important. The teachers and the management were very nervous and said this was
impossible. But the month-long workshop yielded tremendous results and the children
were ready; when I took over to direct them, I found them completely prepared and
eager. We went on stage, took the exact measurements and designed accordingly.
Everything was pre-planned. Kashinath Raha, an excellent designer, helped us with the
design. Improvisation was out of the question because it was difficult for the children to
take more than one instruction at a time. It had to be a repetitive exercise yet at the same
time conveying a certain spontaneity, a feeling of joy and freedom. Everything had to be
done in such a way that in spite of the meticulous planning, the children did not feel
restricted in any way. That was the basic challenge and I think the programme went
well. Even on the final day we thought the auditorium would be a new imput for the
children to tackle despite rehearsing with the measurements and props. Also we had
been unable to have any rehearsals with the stage lights. The important aspects of special
education are increasing the children’s confidence and second, repetitive excercises. And
these children enjoy repetition unlike normal children who get bored with the routine of
it all. The more you make them repeat the same things the more enabled they become
and many of them have shown an improvement in their formal learning as well. The
name of the school is Prabhat, run by Society for Child Development under professional
guidance of paediatricians and child psychologists. They are also conducting a teacher’s
training workshop on special education. They have invited us to take some of their
classes. So this was another beginning where we explored the relationship between
drama and special education.

vi. Tell me a little more about ANANT.

AG. ANANT was registered in 1989 with the initial idea of doing children’s theatre and,
from time to time, plays for adults. We started with Khirodeprasad Vidyavinod's Ali
Baba, ranslated by Ruma Ghosh. Living in Delhi, in Chittaranjan Park, the idea came to
me that that perhaps we could play a catalytic role in translating some of the classical

ngali plays into Hindi and also translating some of the Hindi or other regional
language plays into Bengali. In 1989 we did only one play called Raja ki Khoj and now w¢
are reviving it in a different way. Raja ki Khoj was a scripted play which | originall)’
wrote in Bengali. It was based on several Panchatantra stories. We took it to
approximately 16-20 schools apart from several public performances. It involved singing
and dancing and was a more or less ‘total’ play. After that we did not do much because |
was 50 tnvolved with Bal Bhavan and other places. 1he group was practically detunct















being playful, in growing, in perseverance—no one will be a loser, and everyone will

gain in one way or the other. This is life, this is education and this also is what children’s
theatre means.

[This interview by Vikram lyengar was taken four years ago, in the second year of ANANT. ANANT s

now in its sixth year after revival. The following note from Ashish Ghosh mentions some of the developments
since the interview.]

ANANT now has several plays in its repertory—Gadbadjhala (Hindi) and Daon Pench
(Hindi) and Teene Netra (Bengali), all by children; Raja ki Khoj (Hindi) and Kisse (Hindi)
for children, played by adults; Patrashuddhi (Hindi) and Dekha Andekha (Hindi), and
Kathokatay Agomani (Bengali), for a general audience.

Gadbadjhala has had about 40 shows; Raja ki Khoj has had more than 50 shows in New

Delhi and elsewhere. Kathokatay Agomani has been performed over 60 times all over
India.

ANANT has realized the importance of ‘culture friendly’ traditions while making
plays. We believe that traditions must be included in our daily lives by constant
updating and contextualizing. Four of the most popular plays do precisely that.
Gadbadjhala uses rhymes to reflect the way of life around us, Raja ki Khoj is performed in
the narrative style of kathavachan, Kisse uses storytelling styles from the wide range of
kissa practices, and Kathokatay Agomani is able to universalize its appeal through
kathokata.

An increasing emphasis is put on working with economically disadvantaged
children. Besides the month-long work with SAHMAT earlier, regular workshops have
started last year with slum children, with support from Prajna Foundation. There is a
great need to expand dramatics beyond the urban middle class. A fortnight-long
workshop at Gorakhpur with elected Panchayat women turned out to be a great tool in
capacity enhancement.

Maulana Azad Centre for Elementary and Social Education, Department of
Education, University of Delhi, collaborated with ANANT to produce a book and an
audio cassette on play rhymes. This has been released as resource material for teachers,
the first ever 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 sessions all over
India, involvement in more colleges for the B.EL.Ed. courses, and participation in
seminars, writings, etc. are clarifying our conceptual and theoretical understanding.

We have done three major school projects—two in Delhi and one in Jaipur—
exploring a theme through the methods of dramatics, culminating in what can be called
a ‘theatre mela’.

For the fifth year in a row, our annual workshops and plays with the mentally-
handicapped at Prabhat have strengthened our understanding of special education. The
Society for Child Development, looking after Prabhat, is shortly starting a research-
oriented project, Theradrama, with our help.
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Ashish Ghosh in Kathokatay Agomani.

Both the NCERT projects—five-year-old syllabus
development exercise and the School Theatre Project—
have 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 NIPA in mid-
November.
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Tulsi-Tulst.

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.

VI. 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. Not 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 scripts themselves.
If 1 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. It was like taking
them back to a situation where there were lots of children available, lots of friends of the
same age group. We worked with ages eight to sixteen. And that works 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. Because of this we felt summer
would be the right time; they had no distractions. But as more activities starting to
spring up, more and more people started working with children, keeping the children
busy through the summer months and we lost interest. We did not want our activities to
get linked with other summer activities. For us it meant very much more. We have all
chosen to work in this area because our interests are in educating the child, not to keep
him entertained during their vacations so that parents are freed from worry. We try to
get parents very involved, we are very demanding of them. Because we will work with
the children only for 15-20 days. Unless the parents are supportive and have interacted
with us and allow the children to continue the work at home, our inputs will probably
go to waste. Not wasted totally, but they will not, you know, develop in the same way.
We can only plant a seed, the nurturing has to be done by the parents, by the school, by

o5















70

What is tradition? Tradition is not something that is frozen in time. What becomes
tradition is only that which has found value over a period of time. So if it is not alive, if jt
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
say all right, maybe this doesn’t make sense any more. Its basic essence remaining the
same, it keeps on changing over a period of time. But the moment it regains its vibrancy
and you begin changing it according to contemporary needs, enriching it or taking away
from it, then only will it remain tradition. Oral traditions have continued till now. If we
are not able to use them, they will die. The moment you put it onto tapes, document it
and have no more people learning it, it's dying, it's dead. You can only hear it later on
but it will never be alive. Therefore there is a need for these oral traditions to be carried
on. If it's brought back to the schools, maybe one kid somewhere will take it up, get into
theatre, somehow connect. If the same community carrying on that tradition find that
they can sustain themselves by this task, they will never give it up. It's like the things
that we grow up with. If someone were to ask me or force me to give up putting a bindj,
I may, but that pain will remain. | would never give it up [myself] unless it lost its
beauty for me. For the child who has seen his father singing, for example, it’s part of his
system, it’s part of his own identity and sensibility—he’ll never give it up.

There's a puppeteer working with us—the family has a 300-year tradition of
puppetry. This gentleman is a national awardee—Ranganath Rao. His grandfather used
to be a puppeteer. He learnt the art too but felt that it might be difficult to live by it, so he
became a teacher. Kamala Devi Chattopadhyay met him and said, it is your
responsibility to keep this tradition alive. This man is 60-odd now. He's going through
such a tough time. For the last three years Kadambari is sustaining him—we don't talk
about it. We keep on working with the children. He has not given it up. He says, ‘l gave
my word to Kamala Devi’. He is teaching here and there, hoping that somebody will
continue this tradition. His own son did engineering and has taken up a job in a software
company, but in his free time he still does puppetry. If oral traditions die it is only
because society has been absolutely callous; it has not supported them, not given them
an opportunity to perform. Performing arts will stay alive if they are performed, and
they can only be performed for an audience. I can’t be performing here and call myself a
performing artist. It's by involving an audience, by sensitizing children that we can
continue to have our audience.

It all comes back to the children. The responsibility of the society has to be more
towards the children. | am under so much tension right now because [ had hoped, for the
theatre festival, we’d get support from the society, from the corporate world, the school
community—everybody would come forward because something of quality, something
meaningful is happening for the children. It’s not been like that at all. | don’t know how
we are going to do it but we are going through with it and we know it’s going to be
absolutely brilliant. But then it’s only 10-12 individuals who are taking this
responsibility because we feel that we need to do this for the children. The moment the
larger community, the larger society realizes the need for continuing all these things for
the sake of the coming generations . . . I cannot be held responsible for allowing it to die.
I have experienced all this in my life. Somebody had brought it till this point. Am | going
to be the one [to leave it behind?] I felt like this many years ago. Somebody pointed it out
to me—maybe my father—the significance, the beauty of all these things, the
connections, the symbolism . . . Unless | pass it on and share it with the others, it dies
with me. My father, my teachers, my elders did that—they passed it on to me and now |



too must pass it on. That is what everyone has to realize, particularly in our country. Al
of this has stood the test of time and survived till today.

The role of theatre in education is so immense. The teachers who made things more
interesting by using other things, spoke very well, that was all theatrical. When you
want to enhance the value of your lecture or your interaction with the children in
different ways it’s all theatrical. Theatre is not just what happens on the stage. That's
unfortunately what all of us tend to think—that theatre means you go and watch a play.
Theatre is so much more, theatre is happening everywhere, all the time. You hear that
fellow selling vegetables, it’s so theatrical—his voice modulation, the way he goes about
it, the way he arranges his cart. The only way he can attract attention is by being
theatrical. The entire awareness level increases so much when you start giving theatrical
inputs. Theatre has to be part of education. It definitely enhances the ability to observe,
the ability to interact, the ability to develop your intuition. At the same time it also
increases conceptual thinking, abstract thinking. Because it talks about ideas—it’s so
abstract in certain ways. Nothing else can enhance education, child development, in the
way that theatre inputs can. Everything falls into place. Whether it’s Mathematics or
History or Geography, the moment you start using theatre, it all comes alive. Education
is all about connections just as theatre is too. It takes the essence of life, a particular
situation and makes theatre out of it. If somewhere theatre can be made an integral part,
not just a skill to be imparted. Not like a theatre workshop where one is taught how to
deliver a dialogue, but where theatre helps a child to connect with the world at large.
Not where a talented few will be picked to perform a play, but where every child would
have gone through that joy of putting on a mask, putting on a different identity and
coming out of himself.

AN UPDATE ON KADAMBARI'S ACTIVITIES:

NATYARANGOLI APRIL 1999

Kadambari hosted an eight-day theatre festival for children in Bangalore. The festival
consisted of seven performances in Hindi by Theatre in Education Co. from the National
School of Drama. One play was performed in Kannada by Kinnara Mela, a local
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 audience.
During 17th and 18th April, a free event called Jatre was held where folk artists of
Karnataka presented informal theatrical performances.

KADAMBARI’S OBJECTIVES IN ORGANIZING THIS FESTIVAL

1. To enable children, parents, and teachers to become aware that creativity can be
expressed in a number of ways under the umbrella of theatre since it involves not just
acting but an integration of several art forms such as literature, music, dance, and fine
art.

2. To enable children to connect with their own environment, language, and local
traditions. We cannot transact with the world outside unless we are firmly grounded in
our own ethos. Thus we emphasize the role of Indian theatre.

3. In the current context of schools fixating on academic abilities and competition,
Kadambari attempts to bring about an awareness and appreciation of the value of Indian
theatre in education among children, parents, and educationists, not just from the
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perspective of becoming an artist but to learn and appreciate the nuances of these art
forms. This, according to Dr U. R. Ananthamurthy in an interview with The Hindu, ‘will
sensitize and insulate childen from yielding to the call of violence’.

4. To communicate that theatre is not restricted to formal performances in auditoria but
can and should be expanded to informal spaces such as those used by folk theatre.

[Chandra Jain, interviewed by Vikram lyengar, March 1999, Bangalore]
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orthopaedic handicaps, mental retardation, learning difficulries, children wj, socio.
economic problems, Cerebral Palsy, Down's Syndrome and autism.

At that time I had not formalized the methodology of Creative MOV(‘mem
Education. My work was experimental; T was simply taking it as it came. | didn’y have
any formal training in teaching dance to children with special needs. I am ; Ph.D in
Dance Theatre. I did my Ph.D in Natya Abhinaya, that is traditional Indian Classica|
Theatre from Madras University.

Over the years | formalized it, based on my experience as a dancer, 4 a
choreographer, as a musician, as a singer, as a music director and through my wonderfy|
interaction with my special children. They were my teachers. | was learning from their
feedback. They made me realize that I had to structure my dance sessions to syj; their
special needs and abilities.To understand their needs and to make the best use of it, |
interacted with the doctors, physiotherapists, speech therapists, special educators, and
other professionals. 1 leamt something new every day. | read, researched and collected
material to devise a comprehensive method of learning and called it ‘Creative Movement

Education’.

Creative Movement Education (CME) was based on the principle that all hyman
beings have a natural sense of movement, which can be tapped and channelized to help
them explore and achieve their full potential. The application of this methodology
resulted in better self expression and communication skills, improved physical
movement and co-ordination, helped in building social awareness and enabled an
individual to express one’s innermost feelings.

What is theatre? It includes everything—music, dance, drama, storytelling, mime—
even arts and crafts. Even the stage props, masks, everything that may be required for a
full theatrical productation. Theatre normally reflects what is happening in real life. That
is what the Natyashastra says—theatre is an imitation of what happens in the world. But
what I do through theatre is to teach my special children about the real world. They
learn about life skills. They learn how to behave in society, how to behave for
themselves, take care of themselves and to behave appropriately in society in a complete
holistic manner, and all this they are taught through theatre.

So in 1985, I volunteered to teach dance at the Spastics Society of India. | was
teaching dance to some selected students who could do a little bit of work. But then |
could see so many other children waiting in the wings, literally. I knew that they too
could do so much if guided in an appropriate manner. So I slowly started structuring my
dance to suit their needs. As | was structuring dance to suit their needs, I felt it could
also be used as a developmental tool. If a child needs a fine motor function—grasp and
release—it could be taught through song and dance. The learning would be through fun,
through involvement, through active participation.

The children really enjoy the sessions as, in this process, learning comes
automatically to them without them ‘realizing that they are being taught'. Here there’s
no teacher-student hierarchy. We are all artists here, all performers. We are all working
towards a performance and when we are working towards a performance we are
learning so many things. Spontaneously, automatically—learning takes place.

However, in my mind, the goals are clear. For this child I have to achieve fine motor
function, with this child I have to work on the concept of shapes, 1 have to make this
child stand on her feet, I have to help another recognize the difference between green
and yellow. With every child there’s a goal in mind. But children don’t realize they are
being taught so many things. They just learn spontaneously.









For example, almost every child will have a case like this. What is the disability, to
begin with, characteristics of the disability, causes . . . Then a typical day with the child—
observation. No judgements, only observations. Our whole process of intervention is
non-judgmental. Why do we assess the child? We assess the child to know what level of
function the child is at. But it’s not wrong to be at that level. We don't say he’s below this
level or anything like that. We don’t rank him. He’s here, that’s it. He’s at x level. He has
to go on to x plus one. That's all. So we’ll take him to x plus one. The methodology is
symptomatic treatment. We don’t worry so much about the causes. Did the child get
autism because of a problem during birth? Did the child get cerebral palsy because of
something else? We just keep it in mind. But what we look at is, the child needs fine
motor co-ordination. Whether he had a problem at birth or he had meningitis at three
years causing fine motor problem at 16 is not our concern. He has fine motor co-
ordination problems so we have to deal with that. We look at it symptomatically. The
cause is not relevant to us unless it's a medical thing. Healthwise if it'’s a problem, then
we look at the cause. But if it’s rehabilitation we treat the symptoms. What do we have to
achieve? How do we achieve it? Then the actual intervention. This has become our
format. Props used—bedsheet, cassette recorder . . . Everything has to be ready. You
can’t go and make the child wait for three minutes while you fetch a recorder. What
happened—for everybody it’s a tick or cross. Worked or did not work. Then you look at
that whole table. This is not right for this child. This is right for this child. So we move
him to this session and this session we put for that child. That’s how we work.

In 1994 I started a Postgraduate Diploma course on Creative Movement Education,
inviting anybody who has basic creativity, a creative mind, is comfortable with their
bodies and works well with children. My documentation is passed on to them through
proper lectures by a faculty. We have special educators coming and talking. We have
physiotherapists coming and talking. I've encapsulated the whole thing into a Diploma
Course and I handle the Creative Movement and Theatre Part. The 1st two papers [
handle. The 3rd paper is Anatomy, Physiology of the Body and Psychology which is
important. Paper 4 is a study of different disabilities. Because no two children are alike,
no two disabilities are alike. In Paper 5, we give them a brief study of the various
disabilities. A child with Down'’s Syndrome for example has Hypotonia, he has very
loose muscle tone. A child who is spastic has cerebral palsy and has a very tight muscle
tone. So the way we handle the creative movement sessions will be very different for
each. We might even combine a Down'’s Syndrome child and a child with cerebral palsy
to expand each one’s movement and muscle strengthening. That is our own experience,
our facilitators’ experience. We decide how to put it in, how best to give the muscle
strengthening for the Down'’s Syndrome child and muscle relaxing for the cerebral palsy
child. Paper 6 is on other therapeutic methodology like physiotherapy, speech therapy,
occupational therapy, special education . . . what is required to rehabilitate a child with
special needs. Paper 7 is the culmination where we talk about Creative Movement
Education for children with special needs. Then they do a project on any one disability,
they specialize in any one, take up any one aspect and do a specialized project study and
a case study of a single child. Then they have a viva. They are then completely equipped
to handle a group of children with a different disabilities with theatre as a therapeutic
tool.

It’s a one-year course. That much is required definitely to be really good. Still 1 tell
them it’s only a beginning. Even after you've graduated, you've only begun. Because it 5
learning that you’ll do while actually working with the children. Fveryday they 1l teach
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you new things. The children are your gurus, each day they teach you something new. I

learn from them everyday.

We have a day centre where children come along on a daily basis from 9. 45 in the
morning till 3. 30 in the afternoon. Plus we have our work in other special schools which
is our outreach programme, which is what we began with. In this programme we work
with 10 outside schools where we go once or twice a week depending on the need of the
school and on the need of the children. Then we have our training resource people—the
Diploma in CME. We have a staff assistance programme which is a three-month course
during weekends. And the orientation is just a week’s course where they just get an idea
as to what we do. This is just to assist our staff. They are not fully trained. They can’t
assess the children, they can’t design structured programmes to achieve goals but they
have enough knowledge to assist the staff. And then of course our awareness
programmes—Ilike lecture demonstrations, workshops and our newsletter publication.

Over the years the methodology grew to not only involve dance and music as
learning tools but also the other aspects of Natya—meaning drama and storytelling as
also, arts and crafts. I had also got my Doctorate in Natya Abhinaya and felt the need to
give a more global term to this fast growing methodology. This is when CME (Creative
Movement Education) came to be more appropriately called RASA’s Theatre for Holistic
Development—THD.

Over the last 14 years RASA has grown in multiple directions. We have the ‘out
reach programmes’ through which we work with children in different special schools in
the city of Chennai. We have our own Special School which rehabilitates 75 children. In
RASA’s vocational centre adults with special needs are given specific training in
different skills. RASA offers a Post Graduate Diploma Programme in THD to train
teachers. The RASA Arts Centre conducts classes on various forms of dance, music and
Indian Cultural Heritage classes.

VIKRAM IYENGAR. The difference between black and yellow—treating this as an example,
how would you go about the entire process of teaching someone who doesn’t know
anything about colours. How would you go through it?

AK. We go through several stages of learning. First is acquisition. You learn that this is
black and then you are able to identify black. Then you maintain that this is black. Every
time you are given black you are able to recognize it as black. This is maintenance of a
skill. That's fluency. Then it's maintained—even if you're presented with black, say, after
two weeks you still know this is black. This is maintenance. Then there’s generalization.
Wherever you see black, you will recognise black—whether it's a dupatta, or TV or a
bag. So there are many stages in learning. We have to give the inputs depending on the
stages of learning and depending on the disability. So how do we teach? We teach
through music, dance and drama. So we make this song on black—what are all the
things you see in black? A crow . . . we put together lots of things in black and lots of
things in yellow. We don’t want to confuse them with too many colours. S0 initially we
start off with only one or two colours. So they will be able to identify something as not
black, but they won't be able to identify it as green. That is the first stage.

V1. There’s another thing | would like to ask you. I don’t know, I don’t have that
experience. When the parents have to confront a spastic child or a disabled child in any
way, there is some sort of a mental block that is formed towards the child. So
overcoming that is also something that a special centre has to deal with. Because often
they can say here’s the child, now it's your responsibility . . .
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i 1 cally follows when training is given in the use of

n . . and in painting masks, folding, cutting and pasting

d so on.

'\ and Communication Skills and Social Skills are developed by

n the play format. The situations are understood by repeated

ling, modelling and by replaying the performance till the point
of mastery .

It should be remembered that these are but examples. The scope of Drama and other
aspects of Theatre as a developmental tool is in fact boundless. It is as wide as the
creativity of any given individual which in itself is limitless. Collectively it is absolutely
without any limit.

Action as in actually ‘doing’ is an important means of bringing about change. Take
the case of when one wants to learn to play basketball, what should one ideally do?

—talk about it?

—read a book about how to play basket ball?

—see a video on it? OR

—pick up the ball and try to throw it into the basket?

Naturally, without actually throwing the ball into the basket, it would be impossible
to learn the game. Without ‘doing’ learning can never be complete.

Theatre activities provide active learning experiences and since life situations are
simulated in the classroom, there is immediate transferance of the learning from the
classroom to real life. Above all it is great fun . . . indeed the best way to learn.

[Interviewed by Vikram Iyengar, March 1999, Chennai]
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Quest for Harmony: Integrated concert(Anjika and Indian Institute of Cerebral Palsy), [une 2000.
Photograph by Subhen Banerjee.

them? It bothers them; it’s something they never talk about. But when they come to you,
that’s your opportunity to cure behavioural problems. That’s how you do it. It's a
continuous process.’

Once the spontaneity and motivation arrive, dance itself is therapy. The very act of
dancing, of being involved in something that is very natural for any human body
(however disabled) to indulge in, of giving leeway to something that any child responds
to at a highly personal and individual level, paves the way to cure, to ease, to soothe the
most severe behavioural disorders. Any form of expression works wonders.

Priti Patel recalls a visit to Hiroshima for a performance:

‘The hotel that I was staying in, opposite that there was an automobile workshop.
All day the cars kept coming in. The workers would have 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's
stimulating. Your day, begun that way, will go fabulously. I believe it. I feel it should be
included in every system of education. [. . .| By the next century we are going to be the
highest populated country in the world but we have no excellence in music, sports.
Where is the excellence? We are not giving that environment to the child.’

It is this absence of motivation and, perhaps more importantly, motivators which
dogs the steps of the existing systems of education today.

The Action Players once again prove Priti Patel’s experience of learning to teach
from her students. When Zareen Chaudhuri was first asked to teach Mime at the Oral
School for the Deaf where she would be interacting with a group of teenagers who were
either profoundly deaf, or hearing impaired, she was hesitant to begin. But soon she
found that they had an innate ability to perform mime as ‘they had, trom their varliest
days, depended on gestural language to convey their feelings, and also because they
have very, very strong powers of observation.” It is quite true that people deprived ot
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