CHAPTER ONE

INTRODUCTION

I come from a background in theatre and have egpee in applied theatre as a
facilitator. The most common/familiar method in Gaoon, where | originate is
Theatre for Development and some of Augusto Baakshods. Coming to South

Africa through the Drama for Life programme (DFIt)Vaits University opened me up
to a new environment, new knowledge, and experidneas introduced to several
applied drama and theatre methods for working satmmunities. In particular, | had a
profound experience with Playback Theatre as a farapplied theatre that focuses on
audience participation and sharing of personalesol was amazed at the courage with
which people narrated not only life experience$,daunful and shocking stories;
however, comical stories and those relating goochanes were also shared. This
rekindled the passion in me for using applied dramétheatre as a means of bringing
change to communities in need. Playback Theatrasé® be an interesting method for
breaking silences and encouraging people to tadkitalbsues or areas in which they
have been silenced, thus helping to build new conities while strengthening existing
ones. Although this method seems appropriate fliruafrica, there is a need for
further research on Playback Theatre, given thatriewly introduced here and
definitely has some difficulties within this contekanguage could be a major concern
in the multi-lingual context of Africa because thgrovisational nature of Playback
Theatre requires a story, and stories tend to hesy@d through language. It should be
noted that the dramatic form of Playback Theatse allows for other mediums of

communication than the purely verbal.

Language can sometimes be an obstacle to commiamidetween the audience and
the performers in a Playback Theatre performanu#flze language of the form itself
is very important in maintaining the structure aitgial of Playback Theatre.
Communication as a mode of human existence is@psahat encompasses different
components (communicator-message-recipient; Sct@®s) and language as a mode
of communication is considered complex as it inekgerbal and non-verbal modes of

communication. The whole process of a Playback ffégeerformance can be



considered one of communication in which languagkaher components are used to

send and receive messages.

Playback as a form of non-scripted theatre andanti&e theatre ‘relies not only on the
attentive listening and watching of the audience,dbso on the verbal input of an
audience’ (Salas 2006: 5). In a society like S&ftita, the actor’s authenticity in
enacting these stories may be questionable dure tiinguistic and semiotic disparity
caused by the multi-lingual and multi-cultural cextt In my observation and
interaction with the Drama for Life Playback Thea@ompany performers, they have
admitted that not connecting with a teller’s stoegults in difficulties in enacting the
story. Though a teller has never openly deniedeaitity of the enactment of his story
in a performance, (not of which | know) there haeen occasions when side
comments have made it evident that some audienogsrs have not connected with
or understood the enactment in relation to theydtwd. However, communication in
Playback Theatre does not only rely on the spokemlwut, as Fox asserts:

To a significant extent, dram@iayback Theatre is not
conveyed with words. In fact the entire thrusthef t
performance is to take the verbal rendition of eiqree
and translate it into not-so-verbal drama. (Fox6t3B)

In my observation of the Playback Theatre perforrean! will take into account Fox’s
assertion of “not-so-verbal drama” as the more esgive component in a performance
of non-scripted theatre, but by looking at Playb&blkatre as the “verbal rendition of
experience” that is transformed to “not-so-verlralndia,” it can be seen that verbal
language plays an important role in the commurocaprocess of Playback Theatre.
The simple fact that someone narrates a storyighistened to and then re-enacted
immediately calls for good listening skills and #dglity to interpret given that:

... each act of expression is onlfilfed when the message has
been received and understood. And to understanesaage the
recipient must actively interpret it. The act opeassion always
goes hand in hand with an interpretive act ansltihis process of
expression and interpretation of messages thatlieglall forms
of human communication and for that matter humastemnce.
(Schoor 1986: 3-4)

In expression and message sharing, the recipiagiitmot be able to get an exact sense
of what the communicator means, though he undatstte language, because what

we say is not always clearly expressed, and warlspen to different interpretations



(Stecker, 2003; Posner, 1982). Understanding besonoee complicated when we are
not very familiar with the language spoken. UsitayBack Theatre in a multi-lingual
context such as Johannesburg places its commumicsttiategies under a very

particular strain which is often met through the o$a translator.

This research is aimed at identifying, exploring assessing the efficacy of the verbal
and non-verbal modes of communication embodiedinvaiPlayback Theatre
performance. Drawing from a number of differentfpemances, this research looked at
how the Drama for Life Playback Theatre Compangmsdnterpreted and enacted a
teller’s story. It focuses on the nonverbal formsisic and action as modes of
communication in the interpretation of audienceistin the Playback Theatre

performances.

1.1 RESEARCH QUESTIONS
1. How does a Playback Theatre performance functiamrasans of
communication?
2. Does Playback Theatre need to go through any ckdogd to fulfil its

purpose in a multi-lingual society?

1.2 RATIONALE

| was particularly dmato Playback Theatre because
of the values it insists on. It is also a methaat th
holds the possibility of using personal storiealtow
the Playback Theatre group and audiences to own
their own stories of [human and societal issues]
HIV/AIDS, sex and relationships in a South African
context. (Barolsky 2009: 10)

In the past, people sometimes made meaning ancctathwith the universe through
myths and tales. This storytelling function hasleed into sharing stories of our own
experiences. Even when it is not easy for peoptg@m up their lives and share with
others, this seems to be our modern way of buildorgmunities by listening and
learning from each other. This experience connaatis the listener and storyteller in
families and nations, through hearing past andgmtesxperiences, to the possibility of

building a new future. Such experiences are totdnty through narration, but also



through different theatrical forms and techniquesd have evolved through the years

like Playback Theatre.

| believe any form of theatre should be able tamatmodate the social status of any
type of persons in any type of place as Fox stdtesit playback theatre, ‘... our
interest has been to enact the stories of everyddiperson in every kind of society’
(1986: 3). Therefore, as practitioners, we shoelélble to adapt the rules and
techniques of any form of theatre to suit the pe@pld environment where it is
applied, bearing in mind the purpose, for Plotlagssthat ‘the roots of Playback are
deep in the origins of theatre, so what seemssiikglicity is actually a return to

practices we as a species have known for millenn{&99:9).

| see Playback Theatre as a potential tool, intemtdio other forms of applied drama,
for breaking the culture of silence around impartotial issues in African societies. |
come from Cameroon, a country with two officialinatl languages - English and
French - and a range of about 200 local langudgespite the official languages,
communication is often difficult. This is a commsituation in many African countries,
yet there is a need to reach out to all citizend,ia the case of drama and theatre, to
entertain and educate despite the difference gulage and culture. South Africa as the
setting for the research has eleven local languagbsEnglish as the most widely
spoken language. With this common language ofaetem, there are still people who
can speak nothing but their local language. Wahiklmean that their interaction
remains only within their communities? What of sbanterventions made by outsiders
to the community? Playback Theatre provides a gadee for interaction and for

stories to be told without fear, which can bringatbdialogue and change as Salas puts
it, ‘We also tell stories about our world, and theJp us to comprehend what otherwise

might seem to be a confusing and random univel$893:21).

How this form will assist people in sharing thdirges brings us to another area of
research. Dennis says that the choice to shararticipate in a performance is
informed by many reasons, one being the ‘persaalaks’ of the participant and also
‘the experience of watching the enactment inspinethe personal stories has been
shown to be a key point of audience engagemen®42®). The fact that the Playback

Theatre performers are both citizens and performietise same time usually warrants



enough trust for people to open up. As citizensy hare their own stories with the
audience before calling on the audience to sharthat as performers, they can enact
the audiences’ stories back to them. Burr indiciteslanguage is more than a way of
simply expressing ourselves, and if we consideylizlak Theatre as a form of
communication, it means that ‘When people talkaoheother the world gets
constructed. Our use of language can thereforbdagght of as a form of action...’
(1995: 7). This action becomes more effective wiverunderstand each other in the

communication process.

The main motivation for focusing my research onribe-verbal forms of Playback
Theatre is because of some performances of the Dfaniife Playback Theatre
Company. In such performances, the Playback pedimave been more spontaneous
and acted intuitively and the audience has beerw mogaged especially when the
performers could express the unspoken words detlex. Improvisation within
Playback Theatre becomes interesting when it pgtsatidience on the edge of their
chairs due to the spontaneous ability of the paréss. Jonathan Fox (1986) points to
the fact that an actor in improvisation must actiré@neously by not asking questions
for clarification and not planning or analysing #itiation or story. | will be looking at
the non-verbal modes used in the enactment ofutieaces’ stories - the way in which
the audience, despite their expected reticengepiapted to tell their stories through
the spontaneity of the actors and their abilitg@anect with the story and enact it in
non-verbal forms. Identifying the non-verbal formays of listening and interpreting a
teller’s story, will help practitioners of Playbatkeatre to effectively implement this
method in their various contexts. Since its inaaptiFox (1986) writes that Playback
Theatre has received many criticisms and questarnts practicality and intentions
from a spectrum of scholars and practitioners. Tésgearch intends to add to the
academic literature that has been carried out bglacs and practitioners of Playback
Theatre in trying to define its practicality and@tlate its applicability. Before we
move further into the research and its findings itnportant we understand the key

terms of the research and the context in which &pply.



1.3 DEFINITION OF KEY TERMS

1.3.1 Language

For this project, | will define language as a huregstem of communication that uses
signs and symbols, such as voice, sound, gestwretten symbols. But, frankly, this
is too simple, for language is far too complicaiattjguing, and mysterious to be
adequately explained by a brief definition. Applteddifferent contexts, settings and
situations, language will have more meanings thaimale definition can include.
Language may refer either to the specifically hurwapacity for acquiring and using
complex systems of communication, or to a speaitance of such a system of

complex communication (Schoor 1986).

Human language and communication, unlike thalants and animals, is unique in
being a symbolic communication system that is ledrnstead of biologically inherited
(Burr 1995). Human language as the most salienatsambe based on visual rather
than auditory stimuli as in sign and written langes As a tool, language is used to
build every other tool in human life and interanti®urr (1995) explores the
relationship between language and the person. ddmguage is the means used to
explain the person’s “personality,” and Social Qamngionism deals with the
constantly changing and varied meaning of langu@ge. of these varied meanings of
language can be found in theatre. As we shallagee on in this study, the use of
language in theatre involves the verbal and nobaldbeyond sign and written

language).

1.3.2 Interpretation

In other words, interpretation is explanation, &ation, and oral translation from one
language to another. In other words, it is to eixptlae meaning of words in verbal
communication; to make out or bring out the meamihgreative work,
conceptualization especially in literature, paigtimusic or other art forms; to explain
or understand behavioural change in people, situsitaind living objects. In cases of
two different languages, an interpreter is requtcethcilitate dialogue between parties
using or speaking different languages. In art folikes Playback Theatre where one

language is in use, the individual interprets sheecontext for clear understanding of



what is being rendered to him. Then there isherpretation of that speech into the

predominantly non-verbal language of Playback.

1.3.3 Multi-Lingual

English and French, as known world-wide, are the tvost influential and widely used
languages. In most countries of the world, thewstlger the usage of one national
language as way of communication or the presensewaral other languages.
Multilingualism can refer to an occurrence regagdam individual, a community,
society or country that uses two or more languageglish is the binding language in
South Africa, though its diversity evident througleven languages is so prominent.
Another example of a multi-lingual African countsyCameroon; it has English and
French as its official national languages but stiflisters about two hundred languages
spoken in communities throughout the country. duA&ican countries as examples
because they are well known for their diversity amdtilingualism but also to reiterate
the fact that not everyone in these same locaspeak or understand the same
languages. The issue of multi-lingual societiessduat form the focus of this study but
remains important in understanding the applicatibthe Playback Theatre method in

such societies in terms of its language and inteaapproach.

1.3.4 Culture

Culture is simply the way of life of a group of pé®. It includes knowledge, language,
law, arts, belief, morals, custom and any otheind®j characteristics and habits
acquired by a person as a member of that societyur€ is a term that acquires
different meanings in different contexts. Sapir42Pand Schafer (cited in Epskamp
1989) provide an overview of the three contextdiwitvhich the term ‘culture’ is
applied in societies. Most developing countriesigahe meaning of culture in an
anthropological context in which traditions, valuestitutions and even artefacts
become part of the concept of culture. With itsli@ggion in this field, even those
living in archaic groupings are considered to hawkure as they live in a social world
characterised by a complex network of traditionatipserved habits, usages and
attitudes. The second application of the term isemdadely current in which society is

understood as multi-cultural and sophisticatiothimrealm of intellectual goods is



demanded of the applicant to the title of “cultupsatson” (Sapir 1949): this social
context of culture specifies the interaction ofiunduals with others and their
environment. The third view in the application loé tterm “culture” speaks of the
ideological context which excludes sentiments, sd@sorld views and actions and
focuses on the way of life or life-style of an wmdiual as well as the collective society.
Emphasis is put not so much on how and what is 8greepeople but on what

significance it has for thenib{d).

Apart from these three cultural contexts, SchafeEpskamp 1989) gives a fourth
context, which has the most limited meaning. Inahtestic context, he attributes
culture to the arts, which sometimes also includdastrial arts, the handicrafts and the
skilled labour of artisans. Culture as the wayifef of people will also include other
aspects like human personality in that culturaterinand the language of interaction
as a cultural element. Language is seen as theeaigd most valuable context of
culture (Sapir 1949). Language is a fundamentaltyad phenomenon, as it is
something that occurs between people who live utidesame or different cultural
contexts.

The person you are, your exgrere [in society], your
identity, your ‘personality’ are all the effectslahguage.
This means that we can only represent our expegignc
ourselves and to others by using the concepts eseled
our language, so that our thoughts, our feelingshanw we
represent our behaviour are all ‘pre-packagedangliage.
(Burr 1995: 39)

As a cultural element itself, language is also intgoat in expressing and understanding
the other cultural elements and context of a spciet the title of this study suggest
the research is based in a multi-lingual societyictv means different cultural heritage
and practices. It will be important in the studysée how culture affects interaction in
Playback Theatre and of course how it changesatigulage and experience of a

performance within a specific cultural context.



1.3.5 Playback Theatre

Playback theatre is an original form of improvieatl theatre in which audience
members/ participants tell stories from their liaesl watch them re-enacted
immediately and spontaneously by artist/ performéngses stories are acted out using
mime and music as well as spoken scenes. Thigitedbrm involves components
developed from improvisational theatre, story ngjlland psychodrama. This particular
form of theatre was started around 1975 by Jondtearand Jo Salas. As a student of
improvisational theatre and oral traditional stteling, Fox trained in Jacob Moreno’s
psychodrama, which he found complementary to whaws researching and

experimenting with.

The outcome of the Playback Theatre form is a komd) collective process of
experimenting with different forms and modes ofrdaaand theatre. Its main objective
is to use stories from audience members, creaiteca pf theatre that is original, and
eschew the use of scripts or rehearsals for, ‘inynveays we were groping for a new
synthesis of old and contemporary’ (Fox 1986: Blayback Theatre is a contemporary,
interactive, non-scripted theatre that brings bamgient communal forms of
communication into the present. However it hasws dramatic form, which will be
examined in the course of this study. Fox expléias:

Our mission was to find effectth@matic forms for the
enactment of any and all personal stories. We triady ways,
some dance-like, others clowny, others psychodr&mwar time
we learned that our form demanded its own aesth@did, 4)

This unique dramatic interactive form is open tagtdtions as Salas (1993) mentions.
The one point about the Playback process or mashtbit it is not simple to describe
or understand because of its flexibility. As a noethit spans the conventional category
of theatre, psychology and education as it cardag@tad to many different specific

needs in education, therapy and the arts (Fox 1999)



1.4 RESEARCH METHODOLOGY

The study sought to better understand the prodéRggback Theatre through the
experience of the performers. In order to investighe experience of the performers in
a Playback Theatre process, | had to employ a rddtta allowed me to follow the
Playback actors in and out of performance withenflamework of Qualitative
Research. Qualitative Research involves the calie@nd study of empirical material
and is seen as a:

Situated activity that locates tserver in the world. It
consists of a set of interpretive, material prastihhat make the
world visible. These practises transform the wofldey turn the
world into a field of representations, includinglél notes,
interviews, conversations, photographs, and merhtiecelf.
(Denzin & Lincoln 2000: 3)

The context of the work is situated within the DeaRor Life Playback Theatre
Company and their performances. Ethnographic articipant observer approaches
were implemented through researcher reflexivitygestiation, informal interviews and
focus group discussion with the members of theli@laly group. The first part of this
research consisted of participating and obsenhiedPlayback group and their
performances, holding informal individual intervigidiscussions, and a focus group
discussion with the Playback group. | also colléatata by recording a number of
performances and keeping a journal of my obsemati®he second part of the
research consisted of transcribing the data celleahd writing up a research report

with the findings obtained.

The methodology of ethnography and participant nlagmn is related to action
research, which seeks the collaboration of the comnityyor group members. Action
research is a reflective process of progressivbl@no solving led by individuals
working with others in teams or as part of a "comityuof practice" to improve the
way they address issues and solve problems. Asdhd implies, the research is done
simply by action. Kumar (2005) explains that theideto take action does not
necessarily define the methodology of action rededfor him, action research can

focus on:

10



An existing program or intemtien [which] is studied in
order to identify possible areas of improvemerteims
of enhanced efficacy and/or efficiency. The finding
become the basis of bringing about changbsl:(109)

My application of the action research methodolagthis study is in relation to
Kumar’s explanation of action research. | undertasearch on the already existing
Drama for Life Playback Company in order to imprdkeir practice within a multi-

cultural context.

1.4.1 A Multi-Method Approach

As mentioned above, the focus of the research wasamination of non-verbal
language in the actor’s experience of Playback ffee&o be able to understand the
actor’s experience in the process of performandegaoup engagement, it required
inside observation. As a Qualitative researchkad to situate myself within the social
and political scope of my object of inquiry, espadigias it concerned observing human
beings. ‘Qualitative inquiry is properly concepiaatl as a civic, participatory,
collaborative project. This joints the researchat eesearched in an ongoing moral
dialogue’ (Denzin and Lincoln 2000: 1049). The etiwaphic approach as a research

methodology enables this collaboration betweenarebers and researched.

Ethnography is often used in the social sciencagicolarly in anthropology and in
some branches of sociology, as a research methgpddltiis methodology is often
employed for gathering empirical data on humaneds and culture. Data collection
is done through participant observation, interviend questionnaires. Being an insider
in the Playback group allowed me to be subjectivihe interpretation of my data as |
gained personal experience, which also includedsxe to the opinions and
experiences of the members of the group. Jorgesgarins that:

Personal experience derived frobenihsiders’ world is an
extremely valuable source of information, espegiiilthe
researcher has performed membership roles androsiger
experiences life as an insider. (1989: 93)

As an insider, | observed the actors in rehearslpgrformances. As a researcher, it is

important to maintain access gained to a groupcasate relationships with the
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members through human interaction. Being closéndactors allowed me access to
their responses to each experience at the enceof performance. Jorgensen
maintains that this relationship between the pipditt as observer and people in the
field of research ‘heavily influences the researshability to collect accurate, truthful
information’ (1989: 21).

Social Constructionism holds that knowledge isdristlly and socially specific. It
therefore insists that we take a critical staneetds our taken-for-granted ways of
understanding people (Burr 1995). Social Constonésim refers to:

[T]he assumptions that the retaf the world can be revealed
by observation, and that what exists is what wegiee to
exist. Social Constructionism cautions us to be suspicious
of our assumptions about how the world appear® td his
means that the categories with which we as humamgbe
apprehend the world do not necessarily refer tbdiesions.
(ibid: 3)

For example, understanding that the actor’'s enattofethe teller’s story has no
essential truth in it cannot be deduced througkeagion, but it is only by

participation that one can understand and clatithsassumptions. Understanding also
depends on the cultural and social setting of thgtack Theatre performance.
Personal experience is extremely valuable inforomatespecially when the researcher
has performed membership roles and experienceprétotice as an insider. However,
when the role reserved for the researcher is amoine that limits his participation as
an insider, there are possibilities of his expangebeing limited. This critic of social
constructionism is what prompted me to choose tathaus | used in seeking answers

for the research questions.

1.4.2 Observation

Observation begins the montle@ participant observer
makes contact with a potential field setting. Adfiden
collecting information, the basic goal of thesgé&y
unfocused initial observations is to become inareg
familiar with the insiders’ world so as to refinedafocus
subsequent observation and data collection. ktiemely
important that you record these observations aseidmately
as possible and with the greatest possible detadurse

12



never again will you experience the setting astsly
unfamiliar. (Jorgensen, 1989: 82)
In this research, my observations were undertakan & point of an observer

participant rather than engaged-participant. Dunmygdata collection | started
observing the group in performances before evergogimember of the group. My
preliminary observations were based on the bagiomoof Playback Theatre that |
received in class lectures and as | attended thex$ermances with my classmates,
they became indirectly co-observers as we woultyaaand critique every action
made during the performance. Whatever notion ohttter's performance and use of
language | had about Playback Theatre could onleb&ed once | became a
participant-observer in the Playback Theatre gradypobservations became more
focused with specific interest once | was a menobéne group. The most important
achievement of the preliminary observations wasttiey started the process of

bringing me closer to the group.

1.4.3 Interviews

The interviews were informal as no formal interviewere programmed. The
relationship built with insiders enabled informiatiarviews that took the form of
conversations. Coffey and Atkinson (cited in Der20€4) assert that approaching
interviews as conversations could generate rica. d&ith informal interviews, ‘you
may have a general set of issues to be discussedrtilbe more formal interviews, it

is not necessary to ask the same questions exhetsame way each time’ ( Jorgensen,
1989: 88). Each performance that | observed wdifexent experience altogether,
which made it difficult to have a set of questiolly. conversations with the
participants depended on the observations madetrparticular performance. An
advantage that comes with informal interviews esftict that the questions asked to
participants could also be informed by outside w@n the event observed. | obtained
audience views on their experience of Playback ffeéa sharing stories, listening to

others tell and watching the enactment of the actor
These conversations helped in shaping my reseadctharowing my scope such that

by the time | joined the Playback Theatre groupliserve more closely, my interest

was specific; understanding the non-verbal enadtwiethe actors. As the informal
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conversations focused my eyes and ears to spebiiervations of the members of the
group, they also enabled me to construct more peqid direct questions towards the
focus group discussion with participants. Thoudbrimal interviewing is a useful

strategy for discerning different viewpoints by theiders, it is particularly demanding

on the researcher to record the information fuligl accurately.

1.4.4 Focus Group

Focus groups are the most common method of reseatbh social sciences as it is a
self-contained method of gathering information gkck 1998; Morgan 1997). A focus
group is a ‘group interview, with a trained moderag specific set of questions and a
disciplined approach to studying ideas in a groomext’ (Janestick 1998: 34). |
employed this method in this study to understaedetkperience and the contributions
of actors in the experience of Playback Theatrsefdted as a source of follow up data

to assist the primary method of participant-obseéoma

1.4.5 Researcher Reflexivity

Either individually or as mix and match method® thsearcher requires reflexivity in
data collection and analysis. The role of a Qualgaresearcher demands total
commitment and involvement. Being a participant andbserver required me to take
on the complicated role of critical reflexivity.t'ls a conscious experiencing of the self
as both enquirer and respondent, as teacher ameteas the one coming to know the
self within the processes of research itself” (loinc& Guba cited in Barolsky. 2009:
27). As participant and researcher, my reflexiaifpwed me to be mindful of my own
assumptions and biases from my firm position asl@is| participated as an audience
member in performances, took part in rehearsadsmactor and member of the group.
The fact that | did not have full responsibilites a member in the group gave me
enough space to be critical in my observations,cmdtantly be in reflection with
those involved in the research. For a more accarséysis of data to prove my

assumptions, | used video recordings and journdtingata collection.
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1.5 A BREAKDOWN OF CHAPTERS

Chapter one: This chapter serves as the intraztutdi the research report. It opens
with my experience as a practitioner in using aggptheatre for change in
communities. The explanation shows the need foorernmteractive method of
community theatre, which led me to Playback Theat@ my subsequent research on
it. The chapter provides the reasons for undertptiis research and the focus on
which the findings are based. It presents the reBeguestions and deconstructs some
key terms from the title of the research. The clapdncludes with the methodology
employed in investigating, collecting and analyding data that provides possible

answers to the research questions.

In Chapter two, | document the literature from whigrovide framing for the study.
Performance theory, ritual theory, community thesmng communication theory are
fields through which | frame the research. The Broancept of the study is derived
from performance studies, which is a field thatspréas the systematic and rhythmic
processes of performance that contain personatamdnunal experience in a public
space held or framed by ritual. Turner’'s (1969)leradion of the ritual process as a
structure of social drama presents the ritual thhé&om which Playback Theatre is
framed. It brings in the experiences of “liminalignd “communitas” that in this case
occur beyond the tribal ritual, which is Turnertssél point. Communication theory is
used to frame the experience of Playback Theatoeigih the verbal and non-verbal
modes of language. Actors’ and audiences’ expeeeace discussed through the
concept of projection. The chapter then ends wihu$sions on how these different

fields interact to form the conceptual frameworkia# research.

In Chapter three- | analyse the data collectetierfield. | give a descriptive analysis of
three performances and a transcript of one perfocaméo enable the reader to
experience in writing what on stage is experierdiéfdrently. This chapter stands as a
bridge in analysing the data and helps to locaedhders as they embark on reading

the study findings.
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In Chapter four- | identify the communicative elertein a Playback Theatre
experience. It draws examples from the analysthapter three to elucidate its points.
The verbal and non-verbal elements of communicatidllayback Theatre are

identified and explained.

In Chapter five- | summarise my research findiriggs chapter also attempts to
answer the second research question of how Playdzacke applied in multilingual
settings or communities. | focus the argument enethgagement and participation of
the Playback actor in the performance experiencentlude the chapter with
recommendations and possible areas for furtherestud the Playback Theatre

method.
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CHAPTER TWO

REVIEW OF LITERATURE

Playback Theatre is a hybridized performance ritioai blends personal story and
improvised theatre in its form, drawing from theliterary theatre tradition and the
oral aspects of storytelling, improvisation, commtyiand ritual (Dennis 2004;
Barolsky 2009). | draw on literature and theoriesf the fields of performance, ritual,
community performance, improvisational theatre Emdjuage of the stage in order to
critically engage with the Playback Theatre fornd garticularly the non-verbal
elements of this form of theatre. | draw from tierhture on performance theory to
examine how society and culture influence the ftowthe part of the performers. |
particularly interrogate how intuition, spontaneatyd the ritual elements of
performance can evoke a spirit of “communitas”.m@aunitas is presented as an
experience of community that is evoked when indigld encounter simultaneous
experience of flow during liminal [meaning “a thine¢d”] activities.” (Dennis 2004:
34-35) The multimodal theory is discussed in relato the non-verbal elements of the
Playback Theatre form looking at how constructeahsoof society (as in social
constructionism) can influence the authentic fldyperformers, the connecting
interpretation of the audience, and vice-versas Fhidy is done through the
framework of performance theory and communicatiwoty as is analysed in this

review.

2.1 PERFORMANCE THEORY

The use of the term ‘performance’ has increaseddent years in the social sciences
and the field of theatre studies; indeed, perforreastudies includes a broad spectrum
approach to performance. This study looks beyoadrtditional Western idea of
performance that takes place on theatre stagescBoér says that performance studies
needs to include how ‘performance is used in msljitmedicine, religion, popular
entertainment, and the ordinary face-to-face intéyas...[and also] as a means of
understanding historical, social, and cultural psses’ (2004: 8-9). With its broad

spectrum and range of activities in the arts,terditure, and in the social sciences
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(Carlson 2004) ‘it is hard to define performanceéese the boundaries separating it on
the one side from the theatre and on the otherfside everyday life are arbitrary’
(Schechner 1988: 85).

Seeing performance studies as the myriad concefatnlalised to “see” performance,
Auslander says ‘the concept of performance is histbbject of inquiry and its primary
analytical concept’ which as a theoretical discipliemerges originally as a ‘...
confluence of ideas drawn from humanistic and $aci@ntific disciplines that include
theatre, anthropology (including the study of folid and oral tradition)...” (2008:1).
These are disciplines from which Playback Theatigirates and draws its forms and
structure. Though he says that performance stéokkeses on the idea of performance
as broader and more inclusive than theatre, ibi®asy to separate theatre from the
study of performance. Both intersect as we viewnttigrough the lenses of

anthropology and sociology and other disciplined thclude studies of performance.

Schechner (1988) and Turner (1969) tend to viewoeiand ritual as performance.
Particular emphasis has been given to documertimgérformative aspects of culture
and society and looking at the concepts of emboudlinaetion, behaviour and agency,
which are dealt with interculturally (Schechner @00n sociology, we read that theatre
is a part of everyday life. Goffman’s theory says all perform as part of everyday life.
He states that performance is “all the activityanfindividual which occurs during a
period marked by his continuous presence befoet af ®bservers and which has some
influence on the observers” (cited in Dennis 2088). The same concept will apply to
Playback Theatre when the actors or audience mepasgrm before the rest of the
participants in ways that influences them to sivatbe experience. Like Turner,
Goffman is direct in using theatrical paradigms batieves that ‘all social interactions
are staged...” (Schechner 1988: 166) and therefarangolvement as participants or
spectators leads to a transformation of the selfsmciety. In dealing with the issue of
spectator involvement and transformation, Schecisnaitical of Turner’'s conception
of performance as being reflective and reflexivar($formative) for the audience.
Schechner differentiates his own conception ofgrarince as transformative from
Turner who ‘locates the essential drama in conflied conflict resolution.” Schechner

writes:
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| locate it [performance] in teiarmation- in how people use

theatre as a way to experiment with, act out, atitiyrchange.
Transformations in theatre occur in three diffeq@ates, and at
three different levels:

In the drama, that is, in the story;

2. In the performers whose special task it is to ugoer temporary
rearrangement of their body/mind, what I call “starmation”

3. In the audience where changes may either be temyp@atertainment) or
permanent (ritual) (1988: 170).

=

This concept of transformation is important in Plagk Theatre where people are not
only expected to share stories but also to padiein their stories, and those of others,
in ways that change them. In this is an active enmk engagement which goes beyond
what Carlson claims is a passive hermeneutic psockdecoding body, gesture, sound.
Thus audiences are:

[M]Juch more active, enteringoim praxis, a context in which
meanings are not so much communicated as created,
questioned, or negotiated. The “audience” is invaad
expected to operate as a co-creator of whateveninmgsaand
experiences the event generates. (Carlson in D200i&: 38)

In a way, the actors also go through a transfoongteriod of working with their

bodies and minds, which can enable them to holdoanirm these stories in

neutrality. McKenna writes of Playback Theatrerassformative. A ‘place of
expanded consciousness ... [where] shifts in awaseaetstic involvement and social
reconstruction are attended to’ (in Dennis 2004, 89 | mentioned earlier performance
cannot be discussed separately from theatre. Seéeamaintains that:

Theatre, to be effective, musimtain its double or incomplete
presence, as a here and now performance of theréian
events. The gap between “here and now” and “thedettzen”
allows an audience to contemplate the action amdhtertain
alternatives. (1988: 169)

The “here and now” performance of the “there amhthiiakes place in a theatre
‘whose only use is to stage or enact performan@asi: 155). Schechner believes that
the theatre space we see as a structure is nanrfaywnan cultures but was present
from the beginning before the Greeks of the fifgmtury. However, performances that
characterise the daily lives of people through gatiys for special occasions like the
celebration of birth and death and seasonal chazméd be held in any space, which

would become special through ritual. ‘In other wsrgeople came to a special place,
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did something that can be called theatre (and/ece&land music because all three
genres are always performed together in such singt and went on their way’
(1988:158). This link between the public and thggie space like the Playback
Performance space makes it possible for colleetyperiences of intimate/private
truths to be achieved, a site for thresholds amdemence. Situated on the margins,
performance is a site for dialogue where differaites, different worldviews,
different value systems and different beliefs amght together (Dennis 2004) More
precisely, Mason states that the performance iie avkere the

[B]orders between entertainmeend art, between audience and
performer and between the performance itself aadatger
social event; have become less defined in receratddss. (cited
in Dennis, 39)

This is an aspect of performance that is evidetitenPlayback Theatre form.

Most important to this study is the concept of dieéining characteristic of performance
being the interaction between the performer andesmee where insight into human
beings and their activity is attained (Carlson 20®ehechner 1988). Fundamentally, |
am also looking at performance that emphasisespsogver structure, participation
over competence, and the dialectics of socio-calljprocesses over the logics of
cultural and social systems (Dennis 2004: 40). intex-relatedness of performance,
ritual and culture is present in the non-scripteshtre and most especially Playback
Theatre. Playback Theatre has a structure thatiggie to its form and each process
either of ritual or performance has a structureugh which it is contained and
understood clearly. In understanding Playback Theate needs to know the structure

in order not to be lost in the process which igipgation.

2.2 RITUAL PERFORMANCE and PLAYBACK THEATRE

Ritual, like performance, is seen as being paevefyday life. The overlap between
ritual and performance is important in understagdire ritual structure in Playback
Theatre, that is, the way in which Playback Theatight ‘straddle the performance/
ritual threshold.’ In this light Dennis assertstttiRlayback Theatre appears to be all

one, and at other times all the other, and at timégtween or neither’ (2004: 42). By
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this she means that Playback Theatre fluctuategclest being purely ritualistic and at
other times performative. Sometimes it shares e#bpects or neither of them.

Determining this will depend on the content andternof the performance.

As a key contributor in the exploration of ritua@rformance, Turner’s concept of
Social Drama is useful when trying to understangicstire, ritual and its possibilities in
performance. Turner draws on Van Gennep’s anabfgisual as a transition of
individuals or whole societies from one social aiton to another (Carlson 2004). Van
Gennep'’s ritual process is divided into three phasfich comprise ‘rites de
séparation, marge or limen, and agrégation’ tréaedlay Turner as ‘separation,
transition and incorporation’ (Turner 1969, Carl&@94). Turner’'s alignment to Van
Gennep is implicit in the idea that performanceunsan the context of everyday life,
in the “in-betweeness” of spaces rather than teasgropounded by Singer, Hymes,
Bauman, and Barba who generally view performananaactivity “set-apart” from
that of everyday life (Carlson 2004: 16).

Turner's model helps in understanding the strucame ritual in Playback Theatre
where participants go through the first phase pagestion in time and space from their
daily lives by shifting to a more “sacred space tim# from profane or secular space
and time” (Turner cited in Dennis 2004: 43). Camlsarites that this shift in time and
space opens a performance space that exists ireemather than set-apart from
ordinary life, and on the “boarder, margin”, thé@ects encounter the second phase
which is the liminal or transition phase. In thedii phase, we have the intergration or
‘acceptance of rupture and change’ (Barolsky 2309: Guss (cited in Dennis 2004)
writes that this phase evokes “ambiguities of megvhich emerges on the margin
between structures of the past and the future”, (#Bjle Turner claims that the ritual
subjects pass through a sort of social limbo anid $las phase:

The ritual subject, individualaorporate, is in a relatively stable
state once more and, by virtue of this has rightsa@bligations
vis-a-vis others of a clearly defined and “struatuype; he is
expected to behave in accordance with certain mestpnorms
and ethical standards binding on incumbents ofe$pasition in
a system of such positions. (1969: 95)
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This structure invokes the experience of commuriktasallows the ritual subject to be
incorporated in the society. The ritual procesBlayback Theatre is framed by rules
and a structure, but these rules transcend itssisaand allow participants to reach a
liminal state that comes with transformation. Ttamsformation is obtained through
healing when the alienation in our society is adskee allowing people to find comfort

in going beyond the ritual structure that charasgésrsociety.

Fundamental to this research is Turner’s liminammenon that includes “lowliness
and sacredness, homogeneity and comradeship”rdftests the Playback Theatre
ritual space in which there is no hierarchy, evagys equal and share equal
opportunities to enter into the process. Attainn@niminality in Playback Theatre
allows for the experience of communitas in whickrgene is equal. In his theory,
Turner outlines different types of communitas framich “spontaneous communitas”

is of interest to my study because it allows pgo#ints to transcend the ritual structures
of society. Spontaneous communitas occurs in thmend outside structural norms and
Turner demonstrates that this experience of comiytiisialways completely unique
and hence socially transient... [and has] somethimagical’ about it” (cited in Dennis
2004: 69). The experience of “spontaneous commeinitecurs when we ‘are released
from structure (the regulated way of doing thing$d communitas only to return to
structure revitalised by [our] experience of comitasi (Turner 1969: 129). | will be
looking at this process and its relevance to PlelylIdeatre as a way of explaining
how the participants in the training process antbpmance are able to explore aspects

of themselves and the way in which they connecthanid other people’s experiences.

Barolsky (2009) suggests that to achieve any peidoce of this magnitude (with
spontaneous communitas), depends on the dynamibs &ayback Theatre group.
The ritual in Playback Theatre provides a platféomsuch creative heights and it is
only by examining the ritual in Playback Theatre Barolsky affirms, that one begins
to understand why it might have a magical quabtyhiose who witness Playback
Theatre or find themselves in a Playback Theatamexperience. Jennings states
that:
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Dramatic ritual is a set of perfed actions involving metaphor
and symbol which not only communicates to us abbange,
status, values but also affects us. Ritual setkioking; it may
remind us or reassure us or stimulate us. Our regoto ritual
are likely to be at several levels: physical angoceal,
affective, cognitive, imaginative and metaphysi¢a094: 95)

The ritual frame in Playback Theatre of constamsgjoning by the conductor, the back
and forth rhythm of sharing stories and watchirgglkrformance is what stimulate the
Playback Theatre participants to engage in thegacThese different levels of
response are possible as theatre and ritual aerglated. Schechner states that one
develops from the other: ‘theatre develops frommatiind, conversely, ritual develops
from theatre’ (1988: 112). This circularity is eapied by Dennis as ‘inherent in
Playback Theatre with the ritual repetition of theitation to tell juxtaposed with and
contained by the rhythmic theatricality of the coar and the creation and
representation of the enactments’ (2004: 44). Thauge develops from the other,
ritual and theatre share a common element whitdnguage as means of expression
and communication. This language can either beavenbvisual and are both part of

the Playback Theatre process.

2.3 VERBAL and VISUAL LANGUAGE in PLAYBACK THEATRE

As a systematic means of communicating throughuieeof sounds or conventional
symbols, language is essential for everyday intena@and the different modes of
human communication make it unique from other tivépecies. In theatre and drama,
verbal language is obviously a major component@wnmunicating to and with the
audience, though not necessarily the strongestamdbe at times minimal or even
totally absent. Fox emphasises that, ‘despiteffitsity to the preliterary mode, non-
scripted theatre depends on language for commuwrcat its meaning’ (1986: 183).
Playback Theatre as a form of non-scripted theatteinteractive theatre, ‘relies not
only on the attentive listening and watching of slhuglience, but also on the verbal
input of an audience’ (Salas 2006). Therefore timilaic and repetitive language in
Playback Theatre combined with the visual artiéafabf the enactments and the music
are all fundamental to its effectiveness. The loess of verbal language used in

Playback shows that the conventions of polite puddicial interaction are suspended
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and this looseness is often demonstrated by théuobor in Playback Theatre who
repeats important lines of the teller’s story atin@ ‘repetition takes on almost a chant’
(Fox 1986: 41). Fox says that, ‘many forms of peetiry drama utilize language’

(1986: 33) but for him, Playback Theatre is moftheatre of action and the senses
over a theatre of wordsibid, 67). This truly applies in the enactment of thenda

itself with its short forms of “fluid sculptures dpairs” (Salas 1993). Being a form of
theatre that interacts with the audience whileinglyn the audiences’ stories for
dramatic enactment, words do play a major patténprocess for ‘the entire thrust of
the performance is to take the verbal renditiom>gferience and translate it into not-so-
verbal drama’ (Fox 1986: 38). Thus Playback Theiatrelves an initial conventional
use of language in the verbalising of the Tellstty; followed by both verbal and
non-verbal (physical, visual and musical) modaditd communication in order to
express or interpret the inner emotional “truth’tiedt story. This emotional “truth”
sometimes might not really be what we determinetoThis is because as humans, we
are in constant change and discovery of ourselv@®aperiences in the environments

we come in contact with.

Social constructionism argues that a person’s aasua product of environment (social
and biological) which means the person has sonipat#é and discoverable nature
that is created through daily social interactiothvather people. Language is very
appealing to social constructionists as Burr 1&#pir 1921 and Schoor 1986 say that
our experience of ourselves and of our lives iy gilen structure and meaning by
language, for language is a form of social inteoactBurr’'s (1995) view of

knowledge, language and identity is not focusetherindividual person (psychic,

biological traits) or social structures but the aymncs of social interaction.

Language in social contructionism is seen as a fafraction that is contrived when
people talk to each other as in the Playback Taeaterview between conductor and
audience or teller. It is through ongoing conveesain the telling and enactment of
stories and the conversations after a performdrateshared understanding with and
response to other people occur. Language is therefore than a way of simply
expressing ourselves and does not reflect a petiegisocial reality, but constitutes,

brings a framework to that reality for us. Burrlmeates:
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The person you are, your expeeegour identity, your
‘personality’ are all the effects of language. Timsans that we
can only represent our experiences to ourselvescaothers by
using the concepts embedded in our language, souha
thoughts, our feelings and how we represent ouavyiebr are all
‘pre-packaged’ by language.(Burr 1995, 39)

If language is therefore the way we present oueselw other people, it means that our
expression and interaction with other people shbeléth a way they can read and
understand. Burr explains that words can carry magsgemeanings depending on who
is speaking, to whom and to what purpose, and skeotisigns can have no “intrinsic”
meaning, therefore ‘the meaning of a sign residesntrinsically in that sign itself, but

in its relationship to other signs’ (1995:38).

Given that language is a way of expressing ourselveneans that the language we
speak is embedded in a particular culture, foruaigg is not only an expression of a
man’s action, relationship and value but part efduciety, social institution and a
system of values. Several scholars point to thetlfed language is implicitly a part of
culture (Sapir 1921; Salzmann 1993; Schoor 198@)rit@an 1972). According to
Sapir:

Language has a setting. The leethiat speak it belong to a race
(or a number of races), that is, to a group whscéett off by
physical characteristics from other groups. Agkinguage does
not exist apart from culture, that is, from theiathg inherited
assemblage of practises and beliefs that detertinentexture of
our lives. (1921: 221)

Truly, language is a part of culture and Salasra8ithat language and its relation to
culture has enormous relevance to Playback Théatrerhat someone says is not
necessarily what you are supposed to understaf@(2). This involves knowing the
‘unwritten rules of the culture, in terms of langea(ibid). For example in her article,
Salas quotes from someone’s experience in Englaatd‘tf someone says, “l am
cold”. | learnt that it means “please shut the winwtl Why don't they just say, please

close the window if that’'s what they wantiti¢l)

As a literary work of art (in the sense of languagd not text), Playback Theatre’s use

of language is a human creation that embeds seve@hings in the expressiveness of
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the form and the stories requiring human underatgnia interpreting this language.
The objects and system (which will be elaboratetthhénext chapter) used to
communicate in Playback Theatre, does not standmoiit own, but is a part of a
whole; culture, language, beliefs and social irteoa. Therefore, the interpretation
and understanding of the text or process as a whelstablished by reference to the
individual parts and one's understanding of eadlvidual part by reference to the
whole. Neither the whole text nor any individuattpzan be understood without
reference to one another. The stress here liggifatt that, meaning is found within a
cultural, historical and literary context thoughanang sometimes can be made without
the whole. In the moment of creation and interpi@teof the Playback show, the
audience, conductor and performers form a commuviity a shared interest. Their

interests are shared through verbal and visuallzge

The place of visual language in the Playback erpes is greater than that of verbal
language. Visual language will include symbols uselring out emotions and
concepts in the mind. It consists of written largeiebody and sign language and also
the usage of objects to convey messages. In geneadl language is associated with
signs which in literary theatre start from the periance text. Elam defines sign as ‘a
two-faced entity linking a material vehicle or siigr with a mental concept or
signified’ (1980: 6). A theatrical performance s entirety is a sign. It is an ensemble
of elements that add up to produce the aesthejicfperformance). Elam explains
that the signs on stage are objects used in evetifjdddut when they take their place
on stage, the objects are semiotised for “on staiggs that play the part of theatrical
signs... acquire special features, qualities anates that they do not have in real
life” (Bogatyrev cited in Elam 1980: 7). This amdito Playback Theatre in which
there is less usage of stage props but the crateslaths in the performance space
acquire the meanings given to them by the actae. Alayback actor is of particular
importance in understanding the signs on stagehwhude his physical attributes.
On stage, ‘the actor’'s body acquires its mimetit @presentational powers by
becoming something other than itself, more andtless individual’ {bid: 9). The
actor’s body is referred to as the “dramatic bo@gnes 1996). The Playback actor
expresses the teller’'s story in non-verbal langubhg®ugh his body and manipulation
of the objects on stage which makes up the difteredes of communication in

theatre. Multimodality is the study of the diffetenodes of communication and it is
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therefore appropriate that | look at how this stady help us in understanding the

language of Playback Theatre.

2.4 MULTIMODALITY and PLAYBACK THEATRE

Human existence and everyday interaction with matwe full of communication and
the passing of messages. As Schoor states, ‘even wa are silent, and avoid gesture
and imagery, we are nevertheless conveying sontetbinthers...” (Schoor 1986: 3).
However, this act of communication is not only thgh words or speech, for messages
can also be conveyed with different modes of comoation such as sound, gesture
and facial expression. These modalities in comnatiun are at the forefront of the
theory of multimodality. Ahlsén explains this coptéy saying:

If we look at ordinary face-tazéainteraction, much of what

goes on is not expressed in words but handledhmsr ot

modalities. This is especially true of interactregulating

information, which depends on body communicatiachsas

body posture, gesture and gaze, as well as onatitonand

voice quality. It also applies to communicatioreafiotions and

attitudes, where facial expression, sounds, ton@iok and

body communication in general are important. (20@ER-151)
Multimodality ‘can be very general, stemming frone theoretical methods of human
information exchange...” (Granstrém et al 1999: ijs ln innovative approach to
representation, communication and interaction whooks beyond language to
investigate the multitude of ways we communicdieoigh images, sound and music
to gesture, body posture and the use of spaceaRéses in multimodal theory argue
that different modalities have different meaningemtials; therefore, to use sound,
verbal language, music, movement, acting, and pieteloth in Playback Theatre
implies a cluster of expressions and possible isgioas in one unit.

The expression of Playback Thestraultilayered and exposed

to the audience in a simultaneous way. This mykiladness is

one of the key features of expression in Playbdwaire ...

(Dauber 2008: 83)
The multilayered expression of Playback Theatrebmaseen in its form, which is made
up of the theatrical methods of story telling, imysation and ritual. The

multilayeredness also applies to the improvisatiantor in non-scripted theatre who is
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expected to be flexible so he can play multiplesah one performance. While
Jonathan Fox says that if the improvisational afetlts short of this ability, ‘the story
they convey is liable to be a metacommunicative ohlee continues by saying that,
‘...the non-scripted theatre actor needs not onlgsidoexpressiveness, but a high
degree of role flexibility.... He or she must have #pontaneity to play many roles
quickly’ (Fox 1986: 103). This flexibility in theam-scripted theatre actor requires
skilled use of the body and voice, which are twehef different modes of verbal and

non-verbal language in Playback Theatre.

2.5 INTUITION, SPONTANEITY and PLAYBACK THEATRE

Fox (1986) points to the fact that the non-scrifiteshtre actor is different from a writer
who uses his mind and the traditional theatre agtar uses a ready-made script with
directions for his actions. The non-scripted theeattor is always in relation with
others and needs to be spontaneous in his actdms gets instant and tangible
feedback. Spontaneity is ‘...the power of creatingomel oneself without loosing
oneself.’ (bid, 81) Spontaneity and intuition are the most imguatrtools of a non-
scripted theatre actor which explains the reasonBdrolsky regards Spolin’s concept
of intuition as ‘...important to engage with in orderunderstand how the spontaneity
of the act allows the participant to reach theestafgTurner’s liminal experience’

(2009: 34). Spolin explains:

Experiencing is penetration itite environment. Total organic
involvement with it. This means involvement onleallels:
intellectual, physical, intuitive. Of the threegthtuitive, most
vital to the learning situation, is neglected. (Bpoited in
Barolsky 2009: 34).

Fox explains the fact that most cultural and diolad upbringing stifles the actor’s
intuitive mind and improvisational body and makedifficult for a flow in action as
‘spontaneous dramatic action demands we do thethierg that we have been told not
to do through most of our lives’ (1986:82). Thoughsees culture as an impediment to
spontaneity, he still thinks that spontaneity doeisexist in a vacuum as it moves

either towards creativity or towards cultural canseg Fox 2008: 47). This view is
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related to Morenao’s definition of spontaneity ag dnat ‘...propels the individual
towards an adequate response to a new situatiamew response to an old situation’
(ibid, 44). Therefore in order for an actor not to beckéd by their cultural upbringing,
Fox suggest that the Playback Theatre actor netrdsing that liberates the stifled
body to be more flexible and responsive. In theybaitthis research, | will be looking
at how this concept of spontaneity relates to Riailirheatre. How the participants

prepare themselves to be spontaneous in theirrapatof the Teller’s story.

Although the spontaneous actor is considered & fperson of free will, who acts on
impulse, we should note that improvisation is nihaut rules. It is such rules,
especially in Playback Theatre that prevent thégpants from exceeding the
boundaries and it also creates the ritual spadendels to be respected. These rules
need to apply because they release participantsttieir conventional roles to engage
in new ways of communicating with themselves amdeahvironment through
spontaneity. Fox describes this as:

The senses be[ing] open to infatran from the environment.
To accomplish this receptor task, we must be inmbenent,
animal-like. Second, we must be able to stand deitsie
moment to make sense of what is occurring. We lcan take
action - that is, perform a conscious act - whgha small
achievement. This action in turn will create a reewironmental
condition. Thus, spontaneity is the ability to ntain a free
flowing constantly self-adjusting cycle of sensoryut,
evaluation, and action (Fox cited in Dauber 1999: 1

This means that as a Playback actor, you listentétler’'s story as when you are in a
conversational mood with someone, that is, beingsaif. At the end of the story, the
actor immediately gets into the character of tleystvithout a thought on how to play
the role. This is a spontaneous process that is depeatedly through the performance
by actors. To achieve such moments of spontartegyPlayback Theatre actors go
through a particular training that is kept up tlgbaut their lives as Playback Theatre
performers, in order to access their spontaneidyimtuition thus freeing their creativity
and allowing for communal focus. In the body okthésearch, | will look at the life
and activity of the Drama for Life Playback Thealrempany in relation to their use
and practice of spontaneity and intuition in parfances. It is important to understand
how the process of intuition and spontaneity cretttat communal environment in
Playback Theatre.
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2.6 COMMUNITY and PLAYBACK THEATRE

Community which derives from the ‘Latin word comitfwor together) and unus (the
number one or singularity)’ is a word or an ideat tfelates to the search for belonging
in the irregular and insecure conditions of modaraiety (Delanty 2004; Dennis
2007). The meaning of “community” can be ambigy@aosnetimes it refers to the
inter-personal connection of people who share ancominterest and sometimes to the
geographical location which is the “area of comrtieing”. The use of community in
Playback Theatre stems from the inter-personalpamely ideological perspective
where;

community overlooked... the acttahditions of existence, such

as the presence of any conflicts of interest, asteéad offered an

interpretation of relationships between all locddabitants as

being characterised by harmony, affection...[ ] atadbiity

(Newby cited in Barolsky 2009: 30).
This type of community enables the portrayal ef personal and the connection with
the public domain as Dennis (2004) suggests thatmanity exist in-between family
and society and offers opportunities for conneatiwith others. She goes further to
explain that the study of community implies an gffo overcome the past
fragmentation of society described by Tocqueville:

Each person withdrawn into hiideéhaves as though he is a
stranger to the destiny of all the others. Hisdreih and his good
friends constitute for him the whole of the humpedes. As for
his transactions with his fellow citizens, he mayx among
them, but he sees them not, he touches them, Hatlsethem
not; he exist only in himself and for himself alosed if on
these terms there remains in his mind a sensarolyfathere no
longer remains a sense of society. (Cited in DeR0®}: 67)

This citation shows that a community gives the cledor individuals to interact,
express and share ideologies in a language tloatsafbr the growth of a better society.
The purpose of this research is therefore to seolk of language in inter-personal
interaction, given that each community is made fug group of differentiated cultures

and languages in each Playback Theatre performance.

In the context of this research, | will be applythg term “communitas” coined by

Victor Turner to differentiate this ‘...modality obsial relationship from an area of
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common living’ through his study of ritual proces¢2004: 80). Dennis identifies
Turner’s distinction between existential or spoetaus communitas, normative
communitas and ideological communitas. She stheds t

Spontaneous communitas is thatlwhappens in the moment
and is situated outside the domain of the domiraaietal
structure. Normative communitas emerges over thieseoof
time when what was once a spontaneous experience of
communitas is the subject of social control ageraaskis
organised into the fabric of the social systemological
communitas is that which is desired, and is “allabe can
apply to a variety of utopian models of societydahen
existential communitas. (Dennis 2004: 68)

Given that community is in opposition to structarel communitas is formed at the
margin (liminality defined as the moment when “titaal subjects pass through... a
sort of social limbo” (Turner cited in Dennis 20@®), it invokes the climate of anti-
structure and allows for our creative selves t@ Isblape society. With the distinctive
forms of communities explained above, my reseaitshwsth the spontaneous
communitas that brings out the expressivenessaybBtk Theatre through the
enactment of audience stories. The process of catasun Playback Theatre is
enabled as a result of projection. Actors and awdig¢hroughout the performance
unconsciously project their own experience on ts¢hof others whom they identify

with. Below | explain why and how these projectidwappen.

2.7 DRAMATIC PROJECTION in PLAYBACK THEATRE

As this study focuses on the actor’s responsedgoarnformance of stories, it is
important to look at dramatic projection and howarks in Playback Theatre. Aspects
of projection are present in our everyday life andolve the placing of aspects of

ourselves or our feelings into other people orgkirfJones 1996: 129).

Freud’s concept of projection and identificationrofer past conflicts is somewhat
similar to Schechner’s “restored behaviour” of periance theory (Carlson 2004). The
most common behaviour in the human being is prétgno be someone else other
than oneself to which Schechner gives the nameestdred behaviour” (Carlson 2004:

3). This concept points to a quality of performamcerhich there is a distance between
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the actor and the role this actor plays on stagéh We difference of being
“performed” on stage and merely “done” off stadne &ctor sometimes still projects an
aspect of themselves into the character which padtvely affects the traditional
theatre actor and non-scripted theatre actor @iffidy. Freud’s concept of projection
and identification occurs when an actor on stagatifles with ‘characteristics of a role
they are playing either through motivation, expece or attitude’ (Jones 1996: 132).
With this identification, the actor’s personality@motions that are available and also
those that may have been denied or repressed@eeted onto the role. Freud’s
concept applies in Playback Theatre as in Dramaplyess the projection is expressed

creatively rather than being seen as a defabad.(

In Playback Theatre, people’s feelings are progeot#o dramatic material only when
they offer to and are chosen to tell a story. Fuihg Barolsky, | prefer to understand
dramatic projection in Playback Theatre as beinglar to the drama therapy
perspective which is that when the Teller's pragcis expressed it is done so
creatively rather than being seen as a defensesJxplains that it is through the
process of projection ‘linked to the dramatic forrthat enables... clients (Tellers) to
create, discover, and engage with external reptasens of inner conflicts’
(1996:132). Therefore the external representatiahis embodied by the Playback
Theatre actors should be accurate, clear enoughdoreller to recognise this conflict

or feeling.

2.7.1 Projection of Actors in Playback Theatre

The Playback actor projects themselves in a tellory by bringing out traits or
emotions they may not have dealt with for a longgeti With traditional theatre, actors
go through a process of characterisation that alitvem a period of time to study the
character’'s emotions and attitude unlike non-sedheatre / Playback Theatre where
the actors perform instantly and the dramatisadioes not allow for that period of
developing a characterisation. In order to do iy have delve into themselves
connecting with experiences and traits which maybeagpart of their usual repertoire.
Accessing these feelings can be at times discangddr the actor, who can only work

through it and find catharsis in the next Tellestsry. However, in other to avoid
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situations where the actor could project their whming into the Teller’'s story, Fox
(1986, 2008) calls for a constant training progasshich the Playback Theatre actor
can always work on their intuitive and spontaneahifities while dealing with their

own personal daily experiences.

2.7.2 Projection among the Audience in Playback Tlagre

With the audience members, projection is diffefgatause they sit and witness the
roles that are being projected through the re-emaat of the Teller’s story. By

listening and viewing the enactment of a telletts\g the audience identifies with and
relates their feelings to the enactment of theestoiThese connections allow for that
feeling of communitas and it is in such ways ththeopeople are motivated to share in
the Playback Theatre experience. For these comnesdid happen it therefore calls for
a spontaneous and accurate enactment of the Fadlery without the actor projecting

much of themselves in the enactment.

33



CHAPTER THREE

DRAMA FOR LIFE PLAYBACK THEATRE COMPANY and
PERFORMANCES

The journey and context of my inquiry has been whith Drama for Life Playback
Theatre Company. In this chapter, | discuss th@tyisstructure and aesthetic style of
the company in order to give the reader informatibout the company and its
performances on which this research is based. Ghadrthe focus of my research is on
language, | found it necessary to provide a fulipged verbal outline of one of the
performances. However reference will be made tergterformances analysed in the
research report. | chose to draw data from diffiepenformances that happened in
different contexts and with different audiencesause despite the use of the same
theme, no two performances can be the same. Rdagbonents such as audience
reaction and the mood of the actor (Aston and Sad®91) with the effective use of
other performance elements will always make eaakilfaick Theatre performance
unique. The language of Playback Theatre, beingnifie element that enables the
experience, also varies with different audiencedifierent contexts therefore making it

essential to refer from different performances.

3.1 DRAMA FOR LIFE PLAYBACK THEATRE COMPANY

3.1.1 History and context of creation

The Drama For Life Playback Theatre Company wasiéar by Kathy Barolsky in

2008. In exploring how Playback Theatre could helthe fight against HIV/AIDS, she
started the company with seven members as pareaksearch for her Masters degree.
After an intensive training (the process explaimeder thesis), and a couple of open
performances, Barolsky came to believe in the ingmae of Playback Theatre in
enabling people to share their stories as a fiegt ®wards social change. This quest
for using Playback Theatre as a medium to breeksis around issues of HIV/AIDS

in Southern Africa was instigated by an event stpeegenced in New York during her
Playback training.
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In June 2008 at the Centre for Playback TheatMew York, she witnessed a
colleague (from Botswana-Africa) tell a story abbigt family and his experiences of
HIV/AIDS and loss that he had never told beforee Eimactment of this story not only
had a profound impact on the group as a wholedntédrself in particular as a Drama
for Life scholar who uses applied theatre and drionaocial change in her
community. She was struck by the fact that hereegjue could only tell his story in a
foreign land to foreign people, and then she bégask herself:

Why was it that he felt he coaldy share his story at the
Playback Centre in New York? Has the space fantgeBuch
stories in South Africa become so loaded that pewomuld
rather not share their experiences of an epiddmaichas
engulfed us all? (2009, 9)

Not only was she determine to research the uséagb&ck Theatre in breaking the
silence in South Africa around social issues, $be @ecided to establish the Drama
For Life Playback Theatre Company after her Magstessarch at the end of 2008. This
company has been in existence for two years nowvitemnydhave so far explored issues
of HIV/AIDS, sex and relationships, race, racisnd &fentity. They appear to have had
a remarkable influence so far in that audience negmbave been able to tell stories
around these issues, that are sad and emotiomialylsioh they had never told before,

as will be seen in the performance transcript bekee 3.2.3).

The Drama for Life Playback Theatre Company is Bagdhe University of the
Witwatersrand, Johannesburg and is affiliated éoRhama for Life programme. It is
made up of members who are from different occupatio society, but have a theatre
background and they meet at least once a weekdioirtg and rehearsals. As a
company formed so many years after the first PlelylIdeatre Company was created
in 1975 in New York (Fox 1986; Salas 1993), thel strive to maintain the form and
its principles. Fox asserts that:

| told my actors that | never weththem to do this more than
half time, because | did not want them to shardateof many
modern actors, forced to become exotic, hothowusesfls, with
brilliant colours and severe pruning; instead | tedrthem to
live in the world and be like their audiences, med women of
common work, family responsibility, and civic dut986: 2-3)
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This is one of the principles put in place by therfder of Playback Theatre that is
applied by almost all Playback Theatre groups atdbe globe including the Drama
for Life Playback Theatre group. The actors of tnsup are part of a community that
requires services that only they can give, theynatestars nor do they live lives
different from the what their community experiencls such, the performers consider
themselves at the service of others which explaimgthe company operates as a non-

profit entity, allowing the members to earn theiinlg elsewhere.

3.1.2 Objectives and structure of the company

The Drama for Life Playback Theatre Company isahky Playback Theatre Company
existing in South Africa and the whole of SouthAfrica. As the only company in
South Africa, their aim is to promote the Playbdtieatre method. Their overarching
purpose is to provide opportunities for peopleetbtheir stories in situations where
they can be valued especially in areas where tregtaerwise silenced. Also, they aim

to use Playback Theatre as an open forum for storie

From the year of creation, the Drama for Life Plgk Theatre Company has been
operating under the single leadership of Kathy B&so(founder of the company). This
year (2010) the company shared responsibilitiesnanits members and is now
operating under a shared leadership structure. ibighmodel, any member can
demonstrate leadership in at least one or two rdigsending on their ability and
availability. Each member must either take fullp@ssibility or assist in any of the
duties or roles of the company. This model of sthdeadership re-enforces the

ensemble and sustains the united spirits of thedupational performers.

The task or roles are multiple. There are thegpering roles - musician, actor,
conductor; the operational roles - secretary, tneasperformance liaison (producer);
and finally the artistic and strategic roles - r@isal director and artistic director.
Everyone is encouraged to take up roles not ondgimice to the company but as a
learning process so members are given a chandalieicge themselves in roles that
are not their best. During my stay in the compasg aesearcher, | held the role of the

stage manager whose responsibility is to prepammsdor rehearsal and performances.
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3.1.3 Artistic style

With her training in Playback Theatre at New Yodsed on psychodrama, the founder
of the Drama for Life Playback Theatre Companymad a great influence on the
company’s artistic style that combines physicahtteand movement with
improvisational theatre. The willing and active guit of playfulness in the members is
what characterises the artistic style of the ensenilhere is a tendency for some
members to use direct representation to the aueli@nd dialogue-driven enactments.
This style always leads to a verbal rather thainadiased theatre with the risk of
destroying the performance by using language tbes @iot come from the teller. Other
members incline towards a more physical performafceovement and mime. This
physical relationship on stage drives the emotianal narrative content of the
enactment but sometimes, it leads to abstractidriteverbal narrative content of the

enactment being overlooked for the sake of thehatst

From my observations of the company and througimgggart in their training and
rehearsals, | noticed that the artistic directoshadten encourages members of the
company to move towards a more physical enactnagimér than a verbal narrative.
However, it is the combination of both the stresgiihd weaknesses of both styles that

influences the work and performance of the ensemble

The composition of the company at the period ofdata collection was not racially
diverse (there were only three blacks and two aeldsi with nine whites), therefore it
does not reflect the demography of the societyhrciwvit is operating. With the
influence of my research, the group members aéledjthat the group was not
representative of the demography of the audiere®swished to reach, so there was a
call for auditions at the end of 2010 for blackfpemers and other black Africans
interested in Playback Theatre. The company vaheartistic abilities of its members
in a diverse theatrical repertoire, a good seng#agfand well developed spontaneity

as vital attributes for a Playback Theatre perfarme

37



3.1.4 Preparations towards performances

An improvisational actor is ready at all times &rfprm; however, this ability requires
lots of preparation. Preparation is vital to thayPlack Theatre actor because the
success of the performance on stage rests on seenéate rather than an individual.

The training of a Playback Theatre performer iiooous and a pre-requisite to
sustain his spontaneous and intuitive abilitiesfirat glance, Playback Theatre appears
to be simple but requires a rigorous and commitexdiormer to undertake the training

and commit to the work of performing.

The Drama for Life Playback Theatre group meetsast once a week (Tuesdays) for
rehearsals when they do not have any performantenat This regular training
process is to keep the performers in constant taiiththeir creative self and to keep
the ensemble intact. Apart from this, they undextatensive training when there is a
new theme to be explored in performances so tlesaitkors can also ‘empty their
baskets of stories’ around the theme and feel remtipld other people’s stories. For
example with the theme of sex relationships and/AINS; the group went through
intensive training to explore their own stories agldearse the forms and structure of
the Playback Theatre ritual. Such trainings arallghandled by certified drama

therapists who form part of the group.

As they prepare for a performance, any member chimsbe part of the performance is
required to attend the two rehearsals before tHenpeance. The actors prepare
themselves through exercises, games, expressivements and drama therapy
sessions. Preparing for the performance rituay; tbeus on the theme of the
performance and what aspects of the theme will@pgpehe expected audience.
Sometimes the groups’ preparations also focus @mtigience, as in the case of
children - getting to know the age group and winaracterises their stage of
development, understanding their intellectual cdpigis and particular cultural and

social context.
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3.2 PERFORMANCES

| have attended the Drama for Life Playback The@ompany’s performances from

the moment | got the idea to do this study. Thislgtwill be making reference to a
number of performances that took place in 2010raast especially at the period of my
data collection. As not all the performances wermrded, those cannot be used in this
research report. This section analyses three pegioces recorded during the period of
my data collection. Each event or performance ¢hatdeast 90 minutes featuring the
Playback Theatre forms of fluid sculptures, paird aarratives (see appendix A);

performed by an ensemble of four actors, musicrehaaconductor.

The content of a Playback Theatre performance ezsdtgough the stories shared
which is framed within a given theme for each perfance. The themes for
performances of the Drama for Life Playback The@wenpany are usually provided
by the company or the community requesting thegoernce. Each Playback
performance is unique because the context in wihielperformance takes place
includes the social, cultural and political dimems of that particular social grouping.
Stories from a Playback performance reveal theetoporary issues and concerns for
that particular group in that particular context@annot be considered as

representative and collective (Dennis, 2004).

The focus of this section is not on the contenterormance event, but on the
structure, as language is implicit in the structofréhe event. With the first two
performances, | record particular aspects of tmpaance including information
about the wider context, the purpose, place andespbperformance and the audience.
However with the third performance, | attempt d $akipt of the performance. As it
helps me to further analyse my findings, providing script of a performance gives the

reader an idea of the use of language in a Playbhektre performance.
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3.2.1 Performance 1: King David School Performance

WIDER CONTEXT: This initiative forms part of theszols project initiated by the
Drama for Life Playback Theatre Company to marketRlayback method and put it at
the service of private institutions. The performesare usually themed by the school

that hires the company or by the company itself.

PURPOSE: The purpose of this initiative is to idroe and spread the Playback
method to a wider South African population - exhéid showcase the method to
interested clients. Through these performances;ahgany can continue training and
developing the skills of both new and old memb¥#rgh private performances, they

aim to realise some income for the running of thepany’s affairs.

PLACE and SPACE: The performance took place in Kiayid’'s school hall. Though
the hall had a stage used for school performanuégweents, the Playback group
framed their own stage in the open space of tHddak closer to the audience. This
closeness brings a sense of a collaborative exmeriand gives the audience the

feeling of being included rather than being spectato a stage performance.

TARGET AUDIENCE: The grade 7 children (ages betw&2rand 14) as audience
were new to this form of theatre. A group of absitchildren were present at the
performance and 6 teachers who witnessed the experbut did not participate. The

audience was made up of both boys and girls ath fitee Jewish culture.

THEME of the PERFORMANCE: the Playback group togethith the audience
created an experience around the theme of “reltips”. Stories were to come from,
relationships with friends, family, teachers andstrimportantly relationships

surrounding the school setting.

BRIEF DESCRIPTION OF PERFORMANCE:

The performance opened with the Playback Compangduacing themselves and
sharing their own experiences of being at thatiaggimary school and how they felt
about it. Through their sharing, the performerseniatroducing the Playback form to
the audience and setting a safe space for shdwémgawn stories. The audience was

then warmed up to the idea of sharing by askinmttesay in a word how they were
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feeling that day or at that moment. The responsdaded: ‘a general feeling of
excitement’, ‘emotional’, ‘disturbed’, ‘confusediired’, ‘disconcerting’, ‘stressed’,
‘bored’, ‘hyper’, ‘hate’. This was then followed kgficiting short moments of an
experience which related to the theme. The gelgaé that came up in these short
experiences were that of weird or unexpected sitmgtwith friends that caused
laughter and excitement. With family relationshitie audience brought out sibling
rivalries between the older and the younger cfiittey shared moments of being hurt
by their older siblings which made them scarecefi.

PERFORMANCE ANALYSIS

The audience was very involved but rather noisystvd the stories shared brought out
this general feeling of embarrassment that chilésgrerience from their friends. Also,
the stories centred around play, a characteristicreflects the audience’s age group
and social environment. Most Playback Theatre perdmces bring people together
from different cultural and social backgrounds whimugh sharing their stories and
listening to others become a community with comregperiences. The grade 7
children of King David School already exist as anoaunity whose activities are a
shared day-to-day experience. This explains theorea/shy each story told included
another member of the audience. It was also amaaisge how several people will tell
one story by throwing out words and correcting whiie teller narrated. The Playback
performance with children is quite different frohetadult experience because they are
very rowdy and it requires a lot of strength andrgg from the actors and conductor to
elicit their stories. It takes a lot of deep listenwith children because their stories lack
a lot of details even with the conductor’s questignThis performance gave an
opportunity for the audience to be more aware eir ttelationships with friends,
teachers and family members and not to forget thgressions about the school they
attend each day. The stories shared in this pediocanenabled the use of the non-
verbal more than verbal language. This was alsaaltiee fact that these stories were
mostly action oriented (moments they play withride) rather than emotionally
oriented.
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3.2.2 Performance 2: Hillorow Theatre Performance

WIDER CONTEXT: Affiliated to the Drama for Life Pgpamme, the Drama for Life
Playback Theatre Company takes part in the progeimfastivals that aim at reaching
out to communities through applied theatre and drarhe festival takes place every
year on a set theme and a nhumber of performanceaarkshops are programmed for

the exploration of the theme in different settings.

PURPOSE: Through this initiative, the Drama fdiellPlayback Theatre Company has
the opportunity to implement their objectives oédking silences in South Africa
around the issues of sex, relationships and HIVRIDR also enables them to introduce

the Playback Theatre method as it is new to therSafrican context.

PLACE and SPACE: The Playback Theatre performafuretbe festival are
programmed in different venues. This particulaf@@nance took place in Hillbrow in
Johannesburg. This settlement area is notorioussforime and has a high population
of foreign settlers thus making the area multi-gvai and multi-cultural. The space for
the performance was a large theatre hall with gest&iven that there was no other
smaller space for the Playback performance, thepveas forced to perform on stage
which effectively separated them from the partinigaThis alienation had a great

impact on the audience participation and interactwth the group.

TARGET AUDIENCE: The performance in this venue &gyl youths from the ages of
14 and above. However, in the audience were a Réddren below the ages of 14. The
audience numbered about 75 and were all new tBldndack Theatre method. This
number in the first place is too large for a forhth®atre that is supposed to be
interactive and intimate, coupled with the fact i@ audience was not in connection
with the group which was on stage. The whole awgtiemas of the black race while the

Playback performers were all white on this day.
THEME of the PERFORMANCE: The theme of the festiwa¢d in the performance

was “Sex Actually”. The experience with the audeesplored issues of sex,
relationships and HIV/AIDS.
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BRIEF DESCRIPTION OF PERFORMANCE

The Playback group introduced themselves, the Rlayfiorm and the theme for the
performance. The audience were warmed up to thedhbrough the actors sharing a
few of their stories. There was some reluctance fifee audience to share, however
stories eventually elicited included a teenagetieting of his fear when he found out
that his condom had torn in the process of sexuiatéourse. Another shared his
anxiety and fear while waiting for his HIV test uéis. More stories continued which
reflected a general sense of distrust in relatipssiThe only teller willing to move on
stage was a young woman who told of her first segneounter eight years before that
left her with a baby and an STI (sexually transaditiiiness). She commented that
parent to child sex education is important whichén case was absent. The most
regretful and painful situation of her experienasver partner’s denial of her and the
pregnancy. In her distress, she found solaceénds and family and the love with
which her child was welcomed comforted her. Shekaied by commenting that any
experience in life is a moment for deep reflectma growth. After the enactment of
the story, the conductor concluded the performavittean audience’s reflection of the

experience in one word expressed by the groudlindasculpture.

PERFORMANCE ANALYSIS

The general atmosphere in this performance wascgland less participation from the
audience. The first thing that one could noticéhia performance set in a multi-racial
and multi-cultural city like Johannesburg was theer difference between the Playback
Theatre group and the audience. The audience wiaslgthe same race (black) while
the Playback group were also all of the same nabé¢d). This was one factor that
brought less participation on the part of the anckeas some of the audience members
called the Playback experience a “white man’s thasythey could not relate to any of
the performers. Another factor being that the autkeand the performers were not
close enough to feel the energy from each otheth W§s enthusiasm to participate,
the few who opted to share their experience redawecking laughter from their
friends. Considering the intimacy of the theme #ravulnerability of the age group,
some audience members found that the questiond askkthe request for them to

share their experiences so publicly was inapprogriehe explanation for such

43



reactions could lie in the reasons | outlined abéveajority of the audience were
young performing artists who at the end of the granfance gave the impression of not
understanding the Playback Theatre method whials@sone of the reasons they could
not share their experiences. They clearly had v difierent idea of what a
performance should comprise. However the stonylfirenacted shows that a degree of
trust was created as the teller was able to shpagnéul story and valuable insights

gained from it.

The Playback actors admitted to finding the perfomoe difficult, first because they
could not elicit the audiences’ stories clearlyhitite distance that separated them. This
compelled the conductor to move down stage to tickeace so as to get their story and
before she said “let’'s watch”, she moved back agestSecondly the silence and
absence of enthusiasm from the audience also diheditheir performing spirit despite

all efforts to encourage the audience with theuitive and spontaneous enactments.

3.2.3 Performance 3: University of KwaZulu-Natal, fetermaritzburg (UKZN)
WIDER CONTEXT: The context of this performance rémsahe same as performance
2, also taking part in the Drama for Life Festigedanised each year for community

outreach on social issues.

PURPOSE: By moving into different settings and camities, the Drama for Life
Playback Theatre Company organises performanaasplore social issues such as
relationships, sex and HIV/AIDS. They also areadtrcing this form of theatre that is

new to the South African context.

PLACE and SPACE: In Pietermaritzburg, the Dramalife Festival was hosted for

the first time by the University of KwaZulu-Natdlhe Playback performances took
place in a dance studio at the university. It alyeeontained audience seats at the three
corners of the hall leaving the middle of the laalithe stage. However, the Playback
group used only the middle seating position forabdience so that they could be face

to face with the performers and not strain to skatwas happening.
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TARGET AUDIENCE: although the performance was dona university
environment, it was opened to the general publithM/the audience was a mixture of
lecturers, university students and secondary sattotdren. They numbered around 80
and included a representation of all races in Séifiilsa. The number here was slightly
above that of performance two but there was aflobonection and a real willingness

to tell stories as a result of the closeness tpémormers.

THEME of the PERFORMANCE: The performance followstbe theme of the

festival “Sex Actually”- exploring issues of seglationships and HIV/AIDS.

3.2.3.1 Performance Transcript

Unlike the traditional stage performance in whicitains open with the audience
seated, Playback Theatre starts while the audierstél outside and are ushered into
the performance space. While the audience entershia performance space, they
meet the actors in a playful ceremonial mood ac@onigal by music. At the beginning
of each performance, the group plays a numbermigao get them into a spontaneous
and intuitive mode, while also rehearsing the fotmbe used in the performance.
When the audience is seated and settled, the rstagis and the actors move into
neutral for the performance to commence. Becausigeamportance of recognising the
characteristics of the non-verbal language in #régpmance, | have omitted details of

the dialogue at the beginning and at the end opérormance.

CONDUCTOR: Guys welcome. [l would like to give yall a] very, very warm
welcome to this performance of Drama for Life Plagk, the “Sex Actually Festival”. |
just like to find out [if] there are people who wen the performance yesterday? Put
your hands up (there is a handful of people). Ahad Wwas no idea what to expect
today? (Hands are raised) O.K, before | explaintweare in for today, | would like

to introduce you to our company.

Music starts playing. Actors step forward in paiose introduces himself and shares a
personal moment or feeling while the other listand performs. As they finish, they

return to their position while the next two stepafard and the same process continues.
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After the actors, the musician introduces himsetf ahares his moment which is
captured by the performers in a fluid sculptureeitliinally the conductor does the

same and it is played back.

CONDUCTOR: Thank you [to Actors]. So we come irttistspecial sacred space to
share stories; stories of whom we are; where weedoom, big or small; stories that
we don’t know have even impacted on us yet. The tvayit works is that you guys
volunteer a moment and later on a longer story) the actors and the musician play
that back to you on the spot. So in keeping withttieme of the festival we are going
to be sharing stories of our relationships, sexamdelationship to HIV/AIDS. All
those exciting things we don’t always talk abows, will see what happens in the space
today. So now that you have got to know a littlewthus, we would like to find out

about you. Maybe just one word of how you are feptoday.

As the conductor engage the audience with thesgtigus, the musician starts playing
music. The actors begin to walk in different diireas like in a chaos while listening for
words from the audience. As the audience call ombed, it is repeated by the
conductor (to confirm,) then the actors immediatatybody the word in a shap moment
and resume their walk. During this warm up momanisic plays continuously. This
opening phase warms up the audience to the idshasfng and to the theme of the
performance and also works for the actors to insge#lexibility and expressiveness.
Most times the words come randomly but the actohg take what the conductor

repeats.

CONDUCTOR: | am going to now ask for more than adwoa moment. A moment

around an intimate relationship that you have hdiboe.

(SILENCE)

CONDUCTOR: Yes.
AUDIENCE MEMBER: | remember my first kiss.
CONDUCTOR: And what is your name?

46



AUDIENCE MEMBER: Thabi

CONDUCTOR: Thabi?

THABI: Yes.

CONDUCTOR: Thabi, can you tell me little more abthis moment of your first kiss?
THABI: Ah! | never got a second one (Audience laiegh

CONDUCTOR: So you never got a second one fromgiighe nods). And what was
that like?

THABI: It was sad

CONDUCTOR: It was sad?

THABI: | just don’t want to talk about it.

CONDUCTOR: And how long ago did this happen?

THABI: Just a few weeks ago.

CONDUCTOR: (Facing the Actors) | never got a seckisd from the first. It was sad.
Thabi. LET'S WATCH

FLUID SCULPTURE. Actors come forward one after &ieotand give their own
interpretation of the feeling in the story but ramaonnected together as one unit.
They stand on different levels to bring out thettaetsc of the form. After two to three
repeated actions and sound, they hold the actiomecto a neutral state and return a
thank you to the teller with a glance. They themnmeto their positions in preparation

for the next story. Audience Applause

CONDUCTOR: So watching Thabi's moment, | am wonagiif it has made you think
of your own? Aha! What's your name?

AUDIENCE MEMBER: Jude

CONDUCTOR: Jude?

JUDE: Yeah. O.K first kiss... it wasn't really a filsss because | was jumped like...
(Shows action with his hands) jumped. Let’s just e tongue was weird (Audience
laughter).

CONDUCTOR: So it was not really a kiss?

JUDE: It was not.

CONDUCTOR: O.K. A weird first kiss. LET'S WATCH
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FLUID SCULPTURE. Actor’s enactment is concentradealind the mouth and tongue

as they wipe and make disgusting sounds. Applause

CONDUCTOR: Now | am looking for a moment about tinst time that you were
confronted or became conscious of sex. (Noise amghter in the audience) Yes.
AUDIENCE MEMBER: ehhhh, | was, | think about 15 yeald and | walked into my
mum’s room. Where the hair dryer is placed, thera@ni indication of sex books in the
drawer and with all these funny positions on dph't quite know what these people
are doing. So my naive 15 year old found this Hodlkof positions. That was my first
memory of sex.

CONDUCTOR: And seeing this book full of positionsdathinking of your parents,
what was the feeling that came up for you?

AUDIENCE MEMBER: Disgusted! Really, because my pasedo this....
CONDUCTOR: The name is Clarinet right (she had esthar story in the first
performance so the conductor went by the ritualdiddhot ask her name at the
beginning of her story) so this is Clarinet’s disggd moment. Sex and the parents.
LET'S WATCH

FLUID SCULPTURE. Actors are looking into a boakpther showing a sex position

all looking surprised and making disgusted sounéipplause

CONDUCTOR: Anybody else with your own moment aroged?
(SILENCE)
AUDIENCE MEMBER: eeem... (Audience laughter)
CONDUCTOR: What is your name?
AUDIENCE MEMBER: Ken
CONDUCTOR: Ken?
KEN: Yes. | was also young, probably 12 and mgtfaxperience of sex was...
Emmanuell®n e-TV( Audience exclaim) My cousin and | used to redoethd my
mother caught us, then she just looks at us and vaxk to her room. So we threw the
cassette away.
CONDUCTOR: And when she caught you watching thi®rded tape dEmmanuelle,

what was that like?
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KEN: Very embarrassing and scary because | expéeetb react more but she was
just like O.K.
CONDUCTOR: Ken’s embarrassing scary moment. LET'SNWZH.

FLUID SCULPTURE. Actors stand at different leveijers standing and some
sitting looking into the air embarrassed. One achows he is scared by putting his

hands between the legs and shivering. Applause

CONDUCTOR: | would like us to go to a short stofyshort story about your first
memory of HIV/AIDS. (Pause) Yes, what is your name?

AUDIENCE MEMBER: Rebecca.

CONDUCTOR: Rebecca?

REBECCA: Yes. | have a four year old cousin.

CONDUCTOR: A four year old?

REBECCA: (Nods) a four year old cousin.

CONDUCTOR: She is HIV positive?

REBECCA: It's a he.

CONDUCTOR: He is HIV positive.

REBECCA: Yes.

CONDUCTOR: And can you tell me more about this?

REBECCA: The first time he got sick... it was in Januand | had not come back
from home to varsity yet. My aunt was also sick.

CONDUCTOR: So you had come back home from varsity...

REBECCA: No, | was still at home.

CONDUCTOR: You were still at home?

REBECCA: Preparing to come back to varsity.

CONDUCTOR: O.K. You were going to come back andryaunt and cousin were
very sick?

REBECCA: Yes.

CONDUCTOR: And can you tell me more about... so #id stop you from going
back to varsity?

REBECCA: No, | came back. It was kind of scary hessahe was just tiny.
CONDUCTOR: And can you tell me a little bit moreoaib you and your cousin?

REBECCA: Umm... he is adorable. He sings and plagsthitar.
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CONDUCTOR: And how is he now?

REBECCA: He is great. He started school. One dagnitwas home he did not want
to go. On their way to school he beat up my nirex yé¢d cousin and then came back.
CONDUCTOR: So this little four year old beat up yoine year old cousin?
REBECCA: Yes.

CONDUCTOR: And when you think about... what's his reém

REBECCA: Lefa.

CONDUCTOR: Lefa? (She nods) and when you thinkeflwhat does he bring out
for you?

REBECCA: | think about him and | feel a lot of joy.

V-FORM NARRATIVE. With this form the conductor ddsoomes an actor and
forming a “V” she narrates the Tellers’ story whiggsticulating expressively and the

actors follow the same gestures and body moveABRLAUSE

CONDUCTOR: So watching Rebecca’s story, | am womdgif you have a short story
of your own around these things. Around HIV/AID8lationships... yap. What is your
name?

AUDIENCE MEMBER: Simon.

CONDUCTOR: Simon?

SIMON: Yes. | have my sister who is 10 years bighan me and she is my best
friend. We share everything with my sister. She waf®rtunately diagnosed with HIV
in 2001 and | was in grade 4 at that time but ti®goung as | was, | was the first
person she came and shared it with.... At that tasgremature as | was, | did not
know how to take it because, you know, she isliB@g/ears older than me. But now
when | get to look at it, she is one of the mostsegsful ladies that | know. | actually
look up to my sister more than my parents becauséssike this strongest person ever.
She always keeps me going when ever | am down.ii’stte managed to live with it so
long without ever taking ARV and still living, iatight me to rise above any situation
that | encounter in life. If she could do it marfyus can.

CONDUCTOR: So, she told you in 2002?

SIMON: 2001.

CONDUCTOR: In 2001 and she is still very strong.

SIMON: She is still much very strong.
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CONDUCTOR: So Simon, could you tell me more abbig moment that she told you
she was HIV positive...

SIMON: Well at that time | really did not know berss | knew very little about
HIV/AIDS... | only learnt it in school and did notka it seriously, not thought it was a
reality. Then when she came and told me, | knewdtaething that is happening, my
sister had it....

CONDUCTOR: Thank you, Simon and his older sist&TIS WATCH.

TABLEAU. The conductor narrates the story in pafiser each part or sentence the
actors create a tableau: a sculpture that is stillthe first part of the story, actors sit
looking confused. Second still image sister isnglSimon the news. Third image

shows sadness. Fourth image actors looking up avigmile Applause

CONDUCTOR: This is the moment in our performancexehwe start to tell longer
stories. So, | would like you to turn to the persaxt to you. Tell them the title or
perhaps a couple of words about what this stonhtrbg if you were to tell one today.
(Music plays while the audience talks amongst tledves. After a while the conductor
brings their attention back to the performance epawould like to invite somebody to
come sit here with me and tell a story. Yes, Brenda

CONDUCTOR: Brenda, out of these actors who would ke to play you in your
story?

BRENDA: Clara. (She stands)

CONDUCTOR: Where does your story begin?

BRENDA: About 10 years ago my uncle got marriedwNaom like the youngest child
of my family and | have never really seen anyboelyrgarried or been able to go to a
wedding. It was a huge event, he was out doing feetimself and he was marrying a
beautiful woman... like a perfect marriage. Then thag a child after that, and
everything was so perfect. He will come and piclallishe time to go to the beach.
Then at some point everything just started goingrdand at my age | did not know
what was happening. My parents and most of the®idghe family are not keen on
talking and explaining to the young kids what ippening. So he...

CONDUCTOR: And how old were you at the time?

BRENDA: | was probably like 13 and the oldest.

CONDUCTOR: MMMMM
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BRENDA: And that time he stopped coming through anydmum told me that he was
sick but I did not know what was wrong with him.éfhthere were all these crazy
family meetings; my mum, aunts going to my gramyag to sort out stuff and all
these talks on the phone but nobody was tellingnyshing.

CONDUCTOR: So you saw things were drastically défe but you did not know
why?

BRENDA: Yes. After some time Phil (the baby) pasaedy and after the wife aunt
Lucy passed away. Then my uncle passed away. Butdid not tell us what had
happened to them; they just said that they hacepaemsay. But | remember seeing my
uncle having dark, brown bruises all over his bddg.could not eat or do anything and
was living in the outside room of my parent’s hauskwas just like why is uncle
living in the outside room. Then later on | found.o. my cousin told me that uncle
was having AIDS. So | was like what! Started fremkout and went to my mother
asking - how come you don't tell us these things you know how close we are to
him. We could have been there trying to help him @hat if you are not there and |
had to go help him out with something.

CONDUCTOR: Was this after everybody passed away?

BRENDA: Yeah, he was the last to pass away.

CONDUCTOR: And how old were you?

BRENDA: | was 13 to 14

CONDUCTOR: This all happened in one year?

BRENDA: Yes. It was very quick and | was even sipgsed like what happened?
CONDUCTOR: As al3 year old seeing this, what wasgyon in your mind?
BRENDA: It freaked me out and taught me that soiderty people think sometimes
they are making some good decisions on your banalfat the same time it might not
be so, they are not always right. Then just seleawg my uncle looked like from this
perfect healthy man, lost his job, house, his aiid kid, everything and the way that
he looked like his body freaked me out.

CONDUCTOR: How would you describe your uncle? Whas his personality like?
BRENDA: He was a kind man who was like really, hegiving and kind. Like if he
wants to go to the beach, he will go and colleetrgVlittle cousin there was. Even we
were like 16 of us he will take us there and payefeerything.

CONDUCTOR: And this is something that he used to.do

BRENDA: All the time.
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CONDUCTOR: So if you could give this story a titidat would it be?
BRENDA: The never ending, ending.
CONDUCTOR: The never ending, ending. LET'S WATCH.

(Setting- up music)
Music stops. Brenda (the actor) comes on stage psita crate and starts playing-
throwing stones up in the air and catching. Uncenes in the space.
UNCLE: (calling) Brenda
BRENDA: Yes.
UNCLE: What are you doing? Are you ready to comiagéobeach?
BRENDA: Is today beach day?
UNCLE: Today is beach day. Take the blanket (thrawed cloth to her)
COUSINS: (screaming and shouting with joy) unclaksng us to the beach.
(Uncle stands in front and holds a crate as theelri the other actors take positions by
him as in a car. They drive to the beach. Audidaaghter)
UNCLE: Guys, we will be coming to the beach forrgesnd years to come. | love you
guys.
COUSIN: (To Brenda as they play on the beach) baing to jump in first.
BRENDA: (To uncle) Can we get ice cream now?
UNCLE: Go get your ice cream.
(Action moves to Brenda’s house)
BRENDA: (Calling) Mummy, mummy.
MUMMY: Yes my baby.
BRENDA: Is it true that Uncle is getting married?
MUMMY: Yes he is getting married. You know he iaglavell for himself and has a
job (Brenda nods), so he is getting married and gaigoing to have another aunt.
BRENDA: And | can go to the wedding?
MUMMY: Yes, this is your first wedding
BRENDA: Yes. (Looking at Uncle and wife) look h@auiiful they are
(Action moves to Uncle and wife)
Wife; Of course | will marry you.
UNCLE: | am happy.
WIFE: | want children.
UNCLE: We are going to have a child.
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WIFE: | want a boy

UNCLE: Me too (audience laughter)

(Wedding day, excitement, dancing and ululatiohsoaind the couple)

MUMMY: Thank you, it's so beautiful.

(Uncle touches his wife’s stomach)

BRENDA: A baby! | am going to have another cousin.

MUMMY: Yes you are not the last child any longardi@nce laughter)

BRENDA: Aunty, what are you going to call your dAil

WIFE: If it is a boy, Phil.

BRENDA: Phil. Beautiful.

(Uncle and wife turn their face from the audienmed while turning back is holding a
baby- they use a red cloth- audience laughter)

BRENDA: (jumping happily) Things are happening a@kiy. A baby and a house.
Aunty can | hold him?

WIFE: Will you come visit us?

BRENDA: Yes, everyday; all the time. Uncle doesriean you are not taking us to
the beach anymore?

UNCLE: No, | will still take you to the beach.

(Uncle and wife seat on the ground in a sad moatisgart unfolding cloth-baby.
Mummy comes over with a red cloth and starts sprepaver the couple lying on the
ground)

BRENDA: (confused) Mama why is Phil dead? Why tdeusick?

MUMMY: He is just very sick (still standing by tteuple spreading the cloth)
BRENDA: Why is aunty sick?

MUMMY: Don't ask too many questions Brenda. Thasggs happen ok.

BRENDA: Mama why is uncle staying in the back h@aagrily) Why the back
house?

MUMMY: Because he is sick.

BRENDA: (rushes to the uncle) Uncle what is ab#h{Looking at his body) bruises?
(The atmosphere is sad and pitiful. Wife goestaffesand uncle roles over to the back
of the stage covered with a cloth)

BRENDA: | do not understand.

MUMMY: None of us understand my child.
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BRENDA: What happened? Busisi told me that he HB& A(Angrily) mama why did
you not tell us?

MUMMY: How was | supposed to tell you?

BRENDA: Because then | could have done something.

MUMMY: What were you going to do Brenda?

BRENDA: | could have fed him, helped him and bé tiin.

MUMMY: Brenda...

BRENDA: No, mama. You sometime think that the id&siyou make are the ones that
are best for us.

MUMMY: We always have your interest at heart.

BRENDA: (moves a crate to the front and seat. Muinemgls over to comfort her) |
could have done so much if | new. Just to be thttehim

(They seat silent for a moment. actors come orestagl face teller. Applause)

CONDUCTOR: Brenda, did you see parts of your stbeye?
BRENDA: (Teller) Definitely.

CONDUCTOR: And looking back to that time now?

BRENDA: There is so much more | could have don€lasa said.
CONDUCTOR: But you were 13?7

BRENDA: It’s true.

CONDUCTOR: Thank you for sharing that story with (SPPLAUSE)

CONDUCTOR: Now, | am wondering if watching Brendatery made you think of
your own moment, something that you identify with?
AUDIENCE MEMBER: Can it be anything?

CONDUCTOR: Yes. So what is your name?

AUDIENCE MEMBER: Ryan.

CONDUCTOR: Ryan?

RYAN: YES.

CONDUCTOR: So who would you like to play you in y@iory?
RYAN: Uh, | don’t know

CONDUCTOR: Take a moment to look at these actors.
RYAN: Second from the right

CONDUCTOR: Lezzy?
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RYAN: Yes, thanks. O.K. In the first year | wentNoorgate with 19 other guys all
Afrikaans and | was an English guy. There was ditiéanguage barrier going on there
already and we...

CONDUCTOR: And how did you land up going to Moomgatith 19 Afrikaans guys?
RYAN: Well, 1 kind of hit one of them and they @limped on me but | fought back
against them. Then they were like wow! “Let’s tdkis guy with us to Moorgate”
CONDUCTOR: What is that?

RYAN: It's a club in Pietermaritzburg.

CONDUCTOR: A club, O.K.

RYAN: So we go down there for a weekend and tha [@ado camp. The first night, we
get bad luck in Moorgate which is really a nicelclli’s cheap if you get there early
and there was a cool party happening so the guysrgd his one guy saw a girl he
liked and started getting a little friendly butgtguy grabbed his hand and threw him
off. Being really aggressive Afrikaans guys, bigagdl and drinking brandy, they
decided we can box this guy.

CONDUCTOR: The guy that threw the other guy off ¢jd?

RYAN: Yes. O.K. So we go outside and meet in tineet and there is only one guy,
with a big mouth. We are like, there are 20 of ussimle and we will knock you down,
bring your friends. This guy goes back in and bsihg friends and this chick. We
found out that she is a prostitute and we haveyogmd the guys that were around her
were her pimp and dealers...

CONDUCTOR: So your guys did not know what they wgegting into?

RYAN: Yeah. And we thought 20 of us, 4 of them angirl we can take them. So we
are standing outside and one guy slaps anothé¢o afstop sign... then there is this
roar and fighting.

CONDUCTOR: And where are you in this story, are yorolved in all this action?
RYAN: Obviously. So as we are fighting this guy asback and says “run or we are
going to shoot you” and we thought he was joking.

CONDUCTOR: These were the Afrikaans guys?

RYAN: Yeah. Then this car full of these heavy laakicoloured guys pull in waving
guns at us and we run. They took after us butmebting. With all this happening, we
spend a lot of money on Friday night such that wlendt have money for Saturday.

We arrived at the camp at 5 in the morning, tooktbings and left without paying for
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the previous night. We drove off and spend theatte weekend sleeping in the car.
(Audience laughter)

CONDUCTOR: And these guys you have never met beéoré this is your first
experience?

RYAN: Yes (Audience laughter)

CONDUCTOR: How long ago did this happen?

RYAN: 4 years ago.

CONDUCTOR: 4 years ago? And what type of personlevgau describe yourself...
RYAN: Back then?

CONDUCTOR: Yes.

RYAN: | am very different now. | liked fighting, dnk a lot and did lots of stupid
things.

CONDUCTOR: And now?

RYAN: Not so much.

CONDUCTOR: And why do you think you decided to thiks story here today?
RYAN: | thought... | was going to tell another stalgout how | got away from the
cops (Audience laughter) but | saw that there wsasrious moment that maybe we
could do with some laughter.

CONDUCTOR: But sometimes it’s also good to be ablsit on our serious moments.
RYAN: Yes.

CONDUCTOR: Thank you that was your first instin8a, some of us like to heal
through our past crazy experiences. O.K. Ryan’sycdays. LET'S WATCH.

(Setting up najisi
Ryan (actor) comes on stage holding a cloth. Sitsstarts drinking using the cloth.
Actors (the guys) follow and start fighting him.
1st ACTOR: (To Ryan) what are you doing in our pfac
RYAN: Where would you like me to go?
2nd ACTOR: Somewhere else.
3RD ACTOR: Dude what is your name?
RYAN: | am Ryan (extending hand to greet)
(The other guys continue attacking and teasingtbifight back. Ryan hit one of the
boys and run off. They are amazed at his couragecali him to come back)

1st ACTOR: (To Ryan) come over, listen the oakgaieg camping.
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2nd ACTOR: Moorgate (audience laughter)

RYAN: Where is Moorgate?

1st ACTOR: It is just a place in Pietermaritzbukgt’'s get out of here.

RYAN: (lifting bottle up to the boys) cheers

(MUSIC. Scene moves to the camping ground. Actersetting up tents using cloths
and crates

2nd ACTOR: (to Ryan) you need to work as well. @oething.

RYAN: Sure. Are you pouring a drink? (To 2nd Actor)

2nd ACTOR: Yah (brings the drinks- cloths- and thlegre) we have worked very hard.
| think we need to go out.

RYAN: Let’s get the car, drive and see where wegcan

1st ACTOR: Who is driving?

(Using the crates, 3rd actor drives while they #@rifaugh and whistle at girls on the
way)

RYAN: Stop here. Let’s hit it guys.

3rd ACTOR: Where is my drink?

2nd ACTOR: Who cares, the drinks are cheap here man

RYAN: We are lucky to be here early. You pay sangelike R30 and you drink as
much as you want till 10:30 pm.

2nd ACTOR: (In a drunken tone to Ryan) | like tlagy wou think.

1st ACTOR: Here are the shuts, let’s line up.

(They drink progressively. Girl passes by and tleek at her stunningly. Music-
whistles sound. Audience laughter)

1st ACTOR: Excuse me (to girl) come with us (pglher but is thrown off by another
guy)

GIRL: Oh my god! Don’t touch me.

GUY: (To girl) where these guys bothering you?

1st ACTOR: So what are you going to do?

GUY: Let's take it out of here. Let’'s go box ougsid

1st ACTOR: (Confidently) let’s take it outside @tkgirl) see you later (audience
laughter)

(Music. Chaos, fighting. Girl is screaming in fe&uddenly they stop)

1st ACTOR: Did someone say they going to shootAusdience laughter)

GIRL: (Pointing towards audience) those guys oberé.
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1ST ACTOR; Oooops! Its coloured guys (audiencehargThey have guns. Run let’s
go to the camp.

(Audience laughter. Actors face teller. Applause)

RYAN: (Teller) Sure guys, thanks. That was likerelvet now | don’t hang out with
them anymore.

CONDUCTOR: Thank you Ryan. Now we have time fot use more story. | am
wondering if there is any one...

CONDUCTOR: Yes, what is your name?

AUDIENCE MEMBER: Lily.

CONDUCTOR: Lily? Where does your story begin?

LILY: My story happened when | was in grade 10.

CONDUCTOR: You were in grade 10?

LILY: Yes.

CONDUCTOR: Who would you like to choose to be y¢8fe points at MAURINE
who stands) So Lily you are in grade 10 and whaphkas in your story?

LILY: Well | cannot really say the names of the pkin the story just in case...
CONDUCTOR: That is fine. Change the names.

LILY: I am living in a house with two of the cloggseople in my life and | had to
watch this man... O.K | will give them character n@am€reon (Audience laughter)
CONDUCTOR: You are living in the house with Creon?

LILY: Am living in the house with Creon and Lady lelaeth

CONDUCTOR: Lady Macbeth?

LILY: So | am very close to Lady Macbeth, | haveolwm her all my life. She was not
in the house most of the time, she only came aifalys.

CONDUCTOR: She only came on Fridays?

LILY: Yes.

CONDUCTOR: What relationship did she have with you?

LILY: She was close

CONDUCTOR: She was just close?

LILY: Yes.

CONDUCTOR: O.K.

LILY: So | had to watch Creon... they were dating n@rried. | had to watch him
cheating because Lady Macbeth was not there théewkeek. She only came back on
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Fridays. As (pause) in grade 10 | thought to mysetfat do | do? Do | tell Lady
Macbeth what this evil man Creon is doing? Is itmagponsibility to tell her?
CONDUCTOR: And you are like 167

LILY: Yes, at the time. | had to watch him do ittvidifferent women not just one and |
was in silence the whole time. | had to watch lene back thinking everything is all
good because in the weekends he will not do anythin

CONDUCTOR: He will be there in the house?

LILY: He will be there in the house. So as | wastjgoing through... its not a big
house, everything is here and there. | was goirmutih some things; | found a paper
written the name and HIV positive. | felt resporsiim a way because if | told her
about what was going on (sobbing) ... it was goindasrike the whole year until |

had to go to grade 11. So if | told her earlier beaghe would have made a decision
and we would have moved away from him. Since thgplened, whenever she gets
sick, | have to... | feel responsible because she &ld me to my face when she
actually found him with another woman. | told hdrave seen him time and time again
with different women, then she looked at me and toé that “ why did you not tell me
all this time and now this man has fed me withtatise diseases, its your fault, why
didn’t you tell me?” | felt it was not my place juest come and tell her. Yes, she has
been doing everything for me so now when she &itls | feel responsible. | have to
relive that if | would have told her, she will rtm@ HIV positive and it's also with my
future. | fear that she is going to die and wholajuing to be with because she is
everything that | have and somehow it's my resgalisi. | feel it's my fault. Every
year | have to go through... and she gets sick like fand time again. Oh my God!
Right now she is in Durban and | am in Pietermhutitg. | get calls that she is sick and
I have to relive it again. Silence was not a gat&hj | should have said something.
CONDUCTOR: But you were 16 as well so... and grows dp what grown ups do.
Tell me what'’s your relationship with Lady Macbetbw? You say you are still very
close. You are very close?

LILY: Yeah. Lady Macbeth is my mother (still crying

CONDUCTOR: And what do you do when you spend tinité \Wwer?

LILY: I always try to make the best of it because aot always with her. | study here
and she is in Durban...

CONDUCTOR: So you do make the best of it moshefttme when you are with her?

LILY: Most of the time she is working. | always skeer after work.
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CONDUCTOR: And thinking about what you could do Far now, what would be the
most meaningful thing for her now at this point?

LILY: She wants the best for me so all | plan toisiget some education and be the
best that | can.

CONDUCTOR: How would you describe your mother’sguerality in general?

LILY: She is great (smiles, Audience laughter) ghthe craziest mother ever.
CONDUCTOR: And you, how will you describe yourself?

LILY: Crazy.

CONDUCTOR: Like mother like daughter.

LILY: Yes.

CONDUCTOR: This Creon character, where is he now?

LILY: He is ok, he is around. He doesn’t give a daaibout me or Lady Macbeth.
CONDUCTOR: But you are away from him and your msmway from him now?
LILY: It's been like three years. | only see himcenin the beginning on the year- new
year’'s day- he passes to say hi and on my birthitlagt is all.

CONDUCTOR: So if you could give your story a titidnat would it be?

LILY: Silence killed my mother.

CONDUCTOR: Silence killed my mother. LET'S WATCH.

(Setting-up music)
Lily (actor) comes on stage with a crate, sits atatts writing on her palm.
LADY MACBETH: (cloth round her waist) What are yausy with?
LILY: Ah, Lady Macbeth. | am just writing some &tuf
LADY MACBETH: Doing homework?
CREON: Ohh, Lady Macbeth (embraces her). Hi Lily
LILY: Hi (without raising her head)
CREON: (To Lily) How are you?
LILY: I am fine. How are you?
CREON: Fine thank you. Did you have a good birtiday
LILY: Yes (another actor is sitting by her as harer thoughts)
CREON: Good.
INNER THOUGHTS: What are you looking at? (Refertim@reon) Do not stand
there pretending everything is fine. | know what goe doing.
LILY: (Stands up) Ma can | get you guys anything?
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CREON: Make me a cup of coffee.

LILY: O.K.

LADY MACBETH: Should | come and help? (She joiilysih the Kitchen. Creon
makes a phone call)

CREON: Hi, how are you? (On phone) What are youring2 O.K | will call you
later.

LILY: (To her mum) | forgot something; let me genithe room. (She enters the room
and gets Creon’s conversation on phone. She qulie&les the room in anger).
LILY: Mum, Lady Macbeth...

INNER THOUGHTS: Don’t say anything. Say somethidan’'t say anything.

LADY MACBETH: Yes.

LILY: (Murmurs) | forgot to ask Creon how many subga wants.

LADY MACBETH: Two and a half. He wants four but’tigive him (audience
laughter)

CREON: (moves to the kitchen) What are you ladodsg?

LADY MACBETH: We are busy making food.

CREON: Do you mind if | take some with me?

(Lily stands up. The actor who is playing her inttesughts and emotions stands
behind her, stretches her hands in front of Lilistimg them up and down angrily)
LILY: Ma, | am going to do my home work sorry.

(Lady Macbeth gathers food and hand over to Crdottis)

LADY MACBETH: Why don’t you just take it all? Cagelt you something else?
CREON: Do you have some beans?

LADY MACBETH: Yes (hands him more food. Creon diees kiss and leaves the
house. Lily rushes to her mum as though she waswydor Creon to leave)

LADY MACBETH: (To Lily) Come sit with me. Oh | mdstyour hair. Let me get the
comb (audience laughter)

LILY: No, no it’s fine...I ...there is something | hédd&=n meaning to tell you for like...
LADY MACBETH: Tell me.

INNER THOUGHTS: Don't tell her. You can't tell her.

LILY: I am doing really well at school...and...

INNER THOUGHTS: That idiot has women over hereidaglay out.

LADY MACBETH: Just promise me you will work hard.

LILY: Yes. | promise.
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LADY MACBETH: Everything will work out. You justnwdard and be the best that
you can be (Lily nods)

(Creon comes in with a woman and Lily watches thétim lots of anger in her. They
are embracing and laughing)

WOMAN: Your lady is away this week.

CREON: Itis just you and I.

WOMAN: And the little girl? (Laughing) | hear sorhigig.

(Lily is knocking on the door and calling Creon.ellwoman leaves the house handing
over a red cloth to Creon who puts it round hisyp¢shd sounds from audience)
CREON; Hi (opening arms to embrace Lily who igndnas)

LILY: Listen (searching the house. She picks uppepand stands shocked,
speechless. Creon puts the red cloth on her opbnspas he leaves the house. Lady
Macbeth comes in with a sad face)

LADY MACBETH; (To Lily) You did not say anything.

LILY: (Weepy) | wanted to. But | did not know hdere were times when it was
sitting on my tongue and | wanted to... but | didkmaiw how to tell you (crying) and |
know if | did tell you, you could have done sommgjlabout it. | am so sorry. Will you
ever forgive me?

LADY MACBETH: (embrace and caresses Lily) Sometihmeslders don't have all the
answers.

LILY: | am so sorry. | feel so responsible (cryitiggre is sobbing in the audience) if |
had done something if I had said something. Thioggd have changed. It could have

been different. It's my fault.

(Actors face tell&pplause)

CONDUCTOR: Watching Lily’s story, | am wonderingtffere is any one who

connected to the story in any way.

There are a number of responses to not only tbrg but the others too. These

responses are not performed; it is like a posioperdnce discussion which is the first |

have seen happening in the Drama for Life Playlpgeformances. After the

63



discussions, the conductor still ends the perfooaan the ritual of Playback

performances.

CONDUCTOR: Guys before we end, | would like usita@ysa song together. (Musician
tunes the song and the actors together with theefad follow in)

CONDUCTOR: So | would like to hear four differerdiges that have not spoken
today. What has this performance left you witha word?

AUDIENCE MEMBERS: Responsibility; connection; todgeon sharing; the hope;
CONDUCTOR: LET'S WATCH

(FLUID SCULPTURE. Each actor comes into the sculp@and expresses one word
with the body and facial expressions. Applause, MIUBLAYS WHILE AUDIENCE
MOVE OUT OF PERFORMANCE SPACE)

Performance Analysis

This performance took place the day after anoteeiopmance had taken place in the
same venue and space. The news of the Playbackré&ipesformance circulated from
those who witnessed it so that this performancefulband people had to sit on the
floor while others where standing. The diverse andé was made up of people who
had seen Playback the previous day and others \kleoevthere for their first time. Not
only did the performance get a full house, the emci2 was sitting on the edges of their
chairs with stories ready to tell and all earssteh and commune with others.

The stories, as seen in the transcript were daggmse and heart touching. The “red
thread” of the performance was the responsibildyng children have and want to have
towards their older siblings in protecting themidgrtimes of distress. The theme of
the performance “sex actually” was diverted bydheience to concentrate stories on
HIV/AIDS. This is exactly what happens in Playbgekformance as the group might
set an objective with a theme, but they remain aeperded to follow the trend stories
take in the performance. Therefore as the condggtioles with questions, the audience
still holds the upper hand in deciding what to shdihe details, with which audience
members shared deep personal stories, show howalay heatre is penetrating the
hearts of South Africans, enabling them to breaksifence and tell untold stories. This

performance has been one of the most successflibagest performances in the year
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2010 that the group has had. It was different fedhother performances with a post
performance discussion before the ending of thevpaance ritual.

The Playback actors carried with them a high degfemergy for improvisation that
took them beyond the surface enactment of stavi¢iset untold in the stories. Their
creative spontaneity was one factor that held titkemce captivated and wanting to
share so that during reflections an audience meadiexd what it takes for them to
instantly listen to a story and perform it so exggreely. Their use of the verbal and
non-verbal languages blends so that one could meabat the stories had been
rehearsed before-hand. These verbal and non-verimlages will be examined in the

chapter that follows with examples from the perfances analysed above.
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CHAPTER FOUR

ELEMENTS OF STAGE LANGUAGE IN A PLAYBACK THEATRE
PERFORMADE

Language is primarily a medium of communicatiomeneans of interaction and
understanding between human beings. It is partiptiaily lives. In drama and theatre
as in every day interaction, language goes beyoadnere fact of verbal
communication between two people. In the fieldnafatre and drama as in everyday
life, language is more than the rendering of wandstage. It is a combination of

words and sign systems that convey meaning to dieiace in a given cultural context.
Pavis (1996) writes that theatre is made up ofiticats, conventions, institutions and
habits that have permanence in time. Elements &lbthese areas are encoded into a
theatrical piece that needs to be decoded for #s&sage and meaning to be received in
context.

The process of producing meaning through the diffesign systems and codes of
society is termed semiotics. This discipline israiltidisciplinary science whose
precise methodological characteristics will necelysaary from field to field but

which is united by a common global concern, theégoetnderstanding of our own
meaning-bearing behaviour’ (Elam, 1980: 1). Despstdigh usage in the field of
literature with regards to poetry and narrativarilcomments that theatre and drama
has had less attention in semiotic investigati@spde the richness in theatrical
communication. Deriving from linguistics and stu@tlism, theatrical semiology
entails analyses of performance text and stagemeaince through the participation of
theatre practitioners and audience (Pavis 1982nH@80; Aston and Savona 1991). In
his theoretical analysis of theatre semiotics PEM8?2) indicates repeatedly that
semiology is not there to locate meaning. He states

Semiology in no way resemblesagihime or a technique meant
to produce ready made discourses about a texemtége. It is
necessary in fact to construct this analytical nrexkvhich is not
preconceived and which has to be built up accortbrthe
theatrical subject studied. (1982: 195)

The analytical machine or process begins frondttector reading the script - in main

stream theatre, to the audience reception of tifenpeance on stage. As for traditional
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stage theatre whose semiotics will include text stade performance, improvisational
theatre has not received much semiological analltsianalysis will entail a study of
performance through to audience reception in aquéatr social and cultural context.
Playback Theatre as an improvisational form of ttee@ombines verbal and non-verbal
elements of language in its enactment of storibe. Alend of these elements carries
with it many sign-systems through which the messddbe story is conveyed to the
audience. This study does not search for the semiot the performance, but aims to
identify the elements that make up the sign-sysiemPlayback Theatre performance
and how they are combined and used in conveyingttirg. This section identifies the
language of Playback Theatre through both verbaireom-verbal communication
systems, laying emphasis on the use of the noral/artich dominates the verbal.
Identifying these elements reveals their importandée performance ritual and to the

persons involved in their usage.

4.1 VERBAL LANGUAGE in PLAYBACK THEATRE

It would appear that while language may not berggddo the portrayal of

role and the narration of story, it is of vital @ssnce. (Fox 1986: 191)

Pre-literary performances consisted of storyteling shamanistic enactments. These
were stories about fallen heroes, stories that camrated good conduct that helped
redress and keep communities together. These eweneshighly communal and
intimate in nature especially the shamanic actghich the performers or curator was
considered as healer. With such performances, gggwas hieratic thus not always
fully understood by auditors (Fox 1986), howeverportance was given to the
ceremony and not the language. Immediately afterpigriod, came the literary era
where language was given great importance in diareactments. The neatly
composed language of the literary enactments pktteistion on the aesthetic and not
the redressive elements in communities. As soeetyved and saw the need for
theatre to be more than just entertainment, thelfgesary era returned to out-door
performances, welcomed ecstasy and allowed nomsagtostage, giving preference to

political and personal transformation (Fox 198@ntegory in which Playback Theatre
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finds itself. The careful blend of pre-literary ditdrary elements gives equal

importance to language as to the theatrical enattme

Playback Theatre as post-literary theatre has ctarstics of oral composition. The
oral style comes from the verbal input of the ande&which runs from start to end of
performance. It is characterised by narrative tands through the sharing of stories,
between the conductor and the audience which ajsiaias the looseness in the

language.

The language of Playback as an oral mode portré&ysad looseness in the language
which is very different from scripted stage perfames. It does not make use of the
hieratical language of the pre-literary performanaehich spectators could not always
understand; nor the well structured and composagliage of the literary age reflected
in poetic and narrative texts. The language of Bdak Theatre uses the normal day-to-
day interactive language in the society. The casat@wn between the audience and the
conductor is very informal. The looseness of lagguia echoed in the repetitive and
slow beat of the conversation. This can be seémisrexample below extracted from
performance 3.
CONDUCTOR: Y#&%hat is your name?
AUDIENCE MEMBE Rebecca.
CONDUCTOR:lb®eca?
REBECCA: Yésave a four year old cousin.
CONDUCTORfdur year old?
REBECCA: (t®) a four year old cousin.
CONDUCTOR:€SB HIV positive?
REBECCA: lashe.
CONDUCTOREeli$ HIV positive?
REBECCA: SE
——
CONDUCTOR: what is your name?
AUDIENCEBWIBER: Simon.
CONDUCTO&mon?
SIMON: Yes
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CONDUCTOR: so shigltgou in 2002

SIMON: In 2001.

CONDUCTOR: In 20®&nd she is still very strong?
SIMON: She islstiéry strong.

These examples from the transcript of performanderBonstrate the looseness in the
language. Repetition is mostly echoed in the cotutisclanguage which is formulated
not in the manner of the narrative poet but ratherugh ‘questions and instructions
repeated at threshold points’ (Fox 1986: 44). Thhothe constant repetition and
questioning, the conductor directs the story tetigorecision and at the same time
places emphasis on certain parts of the stonhtattors and the audience. Fox (1986)
spells out the looseness in the conversation bettexTeller and conductor while
emphasising that the looseness remains evideribdhe uncertainty in the
improvisation of the story. Within the performarared the conversations are noises and
sounds which can be considered as language beiteysadd meaning and aid

understanding in improvisational theatre.

4.1.1 Music as Verbal Language
Music has a uniquevpoto express our emotional experience.
(Salas, 1993: 84)

It is this connection between music and mood thabées the use of music in theatre.
Music creates mood and heightens emotions that léshbheatrical experiences. Well
played music in any performance draws the audianoghe action. In Playback
Theatre, music has a particularly important rolergating the atmosphere, shaping the
scene and above all conveying the emotional dewsdop of the scene (Salas 1993). In
the analyses of language in Playback Theatre, nms@nsidered to be a non-verbal
language (Fox 1986) which I will examine in the heaction of this chapter. However
its appearance under verbal language lies in titeHat there is singing in Playback

Theatre performances apart from the use of musisaliments.

Singing sometimes makes up part of the Playbacki@performances. They either

start or end the performance with a song that deduthe audience in singing. This
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song is sometimes used to set the ceremonial gipdlce Playback performance. So
music becomes part of the show’s opening or is tsethd the show as in performance
3(above). One of the songs the group sings is:
Tell me, teik, tell me a story
Tell me; tele a tale (x 2)
Listen to rsipry
Listen; llixell it now (x2)
This song through its words already introducesatidiences to what is going to
happen in the space, which is the sharing of stoHewever, music plays a greater
part than just setting the space as | will expiaithe section on the non-verbal

elements of Playback.

4.2 ELEMENTS of NON-VERBAL LANGAUGE

The literary era, as mentioned earlier, saw theid@nting of stories as dramatic text
in composed language. Semiotics has offered thalplity of understanding how this
dramatic text is made, but at the same time itghagided the key to avoid imprisoning
theatre in the text. Theatre goes beyond actorsowmging stories or rendering
memorised words on stage. It is a combination wésd elements both verbal and non-
verbal that brings out the meaning in a theatpesformance. Aston and Savona say it
is the ‘ability to draw on a number of sign-systenigch do not operate in a linear
mode but in a complex and simultaneously operatetgiork unfolding in time and
space’ (1991: 99). This means that any elementdauia theatrical space is used to
convey meaning in that time and space despitesittdtiat it's meaning changes

outside of the particular time and space of théoperance.

With scripted performances, everything or anyttimag is placed within the theatrical
frame has an ‘artificial or predetermined meanif#gton and Savona 1991; Elam
1980) suggested by the script or director of tlag pHowever, all things put on stage
are open to various interpretations by the audisodtie meaning these objects have in
real life or in the script are not necessarily shene as what the audience will read in
the performance space. Playback Theatre as nqutestitheatre is flexible with

performance space — it can be performed anywhings-there are very few stage
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properties. Anything on the Playback performanegesican be given meaning in
context which means there are no artificial or ptedmined meanings for any object in

the performance space.

We are in a school hall; at the centre of the &&dlw chairs are placed for the teachers
as the students are to sit on the floor. Direahjrfg these chairs four beer crates of
different colours are lined up on which the actmes to sit. On one side of this space
(right side of the audience) are different kindsmfsical instruments with a crate as the
musician’s chair. On the left side of the stagetaxecrates for the Teller and the
Conductor. Between the Teller’s seat and the Astegat hang bright colourful pieces
of cloths from a wooden prop tree. This is theliiytaf the Playback Theatre
performance space. All these elements in the dpa@cg out the non-verbal language in
a performance, with the actor as the convergente. gl these items on stage
become part of the language of the performanceuseddey are found in that space.
As | earlier explained, things put on stage sertdidferent messages to people
depending on how they read what they see and bethese objects are inhuman or

without voice and sound, they form part of the nenbal mode of communication.

4.2.1 The Actor’s Body

The actor is the centre of any theatrical perforceaihere is a tendency in scripted
literary theatre to typecast actors according &irtlooks, voice and prior roles in
performances. On the other hand, the non-scripieakte actor needs not only basic
expressiveness, but a high degree of role flegbilihis is because in non-scripted
theatre the emphasis on improvisation and enseddnends a great deal of the actors’

physical apparatus - body and voice, to conve\stbsy.

The Playback Theatre actor is required to be flexslo that for example, he can switch
from being a mother to being a table in a storjxe€Principle of flexibility is easy but
the practise is hard...” (Fox 1986: 104) This affirmisat | said that being a Playback
actor is a job that requires commitment and rigbox (1986) and Salas (1993) write
that the flexibility and spontaneity required ilayback actor comes with constant
training through games. One of the games pracbganost improvisation groups and

the Drama for Life Playback Theatre Company is‘fo@ind and movement” game.
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The group clumps together white person starts a sound and
movement that the group follows. The group, oney tave
found their rhythm changes the sound and rhythegllig one
should not know when the last sound and rhythm e s0dt
looks like the group is one mass reading each stiheughts.
(Barolsky, 2009:53)

There are different variations to this game andoaig develops more improvisational

games as the group grows.

Being flexible, allows the Playback actor to penicany role in a story from animate to
inanimate roles. Brenda’s story in performance &bisut the loss of her uncle and his
family to HIV/AIDS. As the actors took up the enaeint of the story, at the point
where the family started falling sick, one of tletoss became the virus, representing
death at the same time. She put a black cloth ohésd and hovered around the uncle
and his wife. When the wife was dying, the sameraéts death, led her out of the
performance scene. In the last story where Lilyriga herself for her mother’s illness
and suffering, an actor played the subconscious mirLily in the enactment. The
actor personalised the subconscious mind, wondésirdly whether to tell her mother

about Creon’s cheating or not.

The Playback actor is seen as a social charaaternvbo is constantly playing a part in
society. Carlson 2004). Therefore, he must be tgberform several different roles in
one performance. In this case, what the actor showse audience is more important
than the actor as an individual. An actor in a @@nance must have the ability to
switch from one role to another no matter how défe they may be in emotional
demand. S/he may go from performing the role dHBWAIDS dying wife to a
drunken bullying rascal in one performance. Sucitches from emotionally draining
roles to relaxed playful roles demand some degréexability from the actor as earlier
explained. With this, the Playback actor is facéith\@n aesthetic challenge (Salas
1993). He is called upon to tell the story in aglamge that brings out the aesthetics of
the performance. As such, the actor not only usebddy in expression of the story,

but endorses a blend of all elements in the pedoa space to create that aesthetics.
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4.2.2 Music in Performance

Earlier, | have discussed music as a verbal comghein the Playback performance.
This element of theatre is mostly considered namalen Playback Theatre. Music in
Playback Theatre is distinct from music in scriptieelatre or music theatre. Salas says
that ‘like the acting, the music is a gift to tiedlér and the audience, not a vehicle for
virtuosity’ (1993: 85). Music is present throughdioe performance to enrich, shape

and support everything that happens.

Its first important use in Playback Theatre isd¢bthe performance space. As a part of
the show’s opening, it focuses the audiences’ attenreminding them that they are
entering a different realm apart from everyday emees. Apart from singing or
verbal music which | examined earlier, the musiciawstly plays instruments for
music. The music at the opening of the show isgastmonial, not accompanying any
emotions or representing anything in the performaspace. When the show shifts to
action, the purpose of the music also changes éem@monial to enhancing the

enactments.

The conductor says “let’'s watch” and music setssttene. The musician plays while
the actors set themselves to move into action aneafirst actor comes in, the music
stops or sometimes it stops to give the cue foatiters to come in. The setting up
through music also indicates the transition in&athe from the here-and-now
conversation between the conductor and the télethe actors perform, they are
accompanied by music but the musician makes sur®mpday too loudly so as not to
drown the words that accompany the actor’s enadtnbemming the enactment, music is
considered as a character and an actor in the Stbeymusician therefore, must also
listen to the story, so as to determine the diffeeenotions or moments that underpin
the story. As he plays, he listens to the actansijarly the actors must listen to the
musician so that the flow of the enactment and cigily not be distinct but be one.
They therefore engage in an exchange of cues edaneing the other’s ability to

render the story vividly and truthfully.

Within the Playback group, everyone is encouragddke up roles especially as
musician of a performance which requires playingifitly and creatively. Moshe
(Focus Group, 26-October-2010), the Playback Theatvup musician says that while
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playing music for a performance, he tries to follihwe flow of the actors, though
sometimes they pick up what to do next from whaplags. He adds that when playing
music for the pairs (conflicting emotions), he @ane emotion for each pair. As an
actor the musician must work in close collaboratiotih his company members and
needs the ability to respond flexibly to a scerst s an actor must be ready to play

any role he is chosen for.

4.2.3 Colourful Fabrics

These are used mostly for the long stories. Thertehds his narration and the
conductor says “let’'s watch”. On this cue, musyglas transition from conversation
to theatre. While the music is playing, performsend behind the wooden prop tree
from which the colourful fabrics hang, waiting fine musician’s cue to move into
action. This also serves as a curtain from whiely tome into the scene. When the
music stops, the actors grasp a piece of fabribeysenter the scene either tying it to
the waist or on the head. Putting a piece of fatmithe body symbolises the transition
the performer is taking from being himself whilstéining to being a character in the
story. They however do not represent any costunamypfsort. We can only identify the
role the actor is in from his enactment and intéoacwith the teller’s actor. However,
since it is acceptable for a man to play a womahwce-versa, how the fabric is tied to
the body can help to indicate the gender of the aold this adds to the aesthetic of the
performance.

Sitting in the audience, one can only deduce thening of a fabric on stage when it is
used in the context of the story. In performanci@ lone teller of the day talks of
giving birth to a baby. The child is representemgs piece of fabric. They are also
used as beer bottles in the enactment of Ryan’g. Stonsisting of different sizes and
colours, the fabric only accrues meaning from tlag wis handled and used by the
performer. The colour or size does not matter nacdording to Renos (Focus Group,
26-October-2010). However Cherae (Focus Group, @@lier-2010) believes that the
performers must be careful not to use the saméb &otdifferent purposes in one
performance as the audience is very vigilant ikipig up and interpreting signs in a
performance.
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The use of fabrics in any enactment will be lesgartant if the actor can make use of
his body, facial expression and voice as the Plalylators are encouraged to do. The
frequent use of fabrics in Playback Theatre is seestly with new actors who do not
trust their instincts to perform any type of radkowever they can be used very

poignantly and meaningfully as they have a symbmdiential.

4.2.4 Crates

Looking at the arrangements of the crates on tagb@lck Theatre stage, one would
think of them only as seats for the performers.ré&hg more to it than just being seats
as their presence first brings out the simplicitd @ommonality of the Playback
method which is a representation or reflectionaafiety. During the enactment of
stories in the performance, the crates are tummiedhiouse furniture (performance 1); as
a car (performance 3), one actor stands in froluitg a crate as the driver while the
others stand behind him as passengers on theaties. As | mentioned with the
fabrics, these crates do not have any meaning eXoepne given by the performers as

they use them in the enactments.

4.2.5 Silence

There is a common saying that silence speaks |lahdarwords. A person goes to a
Playback Theatre performance, not knowing whakpeet from the performance or
not knowing that they will be sharing past expereshof their life with people they
have never met. These are events of which theytrhaye forgotten most of the
details of what happened. When the conductor askstdries, there is always this
moment of silence that follows especially, witheswaudience to Playback Theatre.
The audience is either thinking of which story bar® or deciding whether to share or
not. Like the improvisation actor, who stands @gstnot confident of what will come
out of him; the audience is (1) afraid or reluct@nshare intimate stories in the midst
of strangers (2) searching and putting pieces bageif the story he wants to share and
(3) others are still surveying the environmentde what is happening in the space.
These are the reasons that sometimes explainigeglaet moments that follow the
conductor’s question. Apart from these reasonsettsea lot that can be read from

these silences as was experienced in performani&ie2.giving time for the audience
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to respond and still no one came forth with a sttrg conductor asked the actors to
perform ‘silence’ in a fluid sculpture. It was eertt to the group that a great deal of
silence still exists around the issues of sextimiahip and HIV/AIDS even though it

continues to affect society.

The teller in a Playback Theatre performance isicmmed a performer who, as the
actors do, is also improvising narrating a story.tlhey are not professional story
tellers, they are bound to stutter and make inceteentences. The use of (...) in the
transcript represents pauses or moments whenlkedees silent. These breaks either
give the impression of the teller remembering tioeysor cutting out parts of the story
which he might not want to share. The unsaid wamllme read from the teller’'s body
language and facial expressions. The teller paarsgé$ooks in a different direction;
puts his head down; covers his face with his hartdles in a deep breath which gives
the impression of a difficult moment which cannetdxpressed. This shows that one

can read several meanings from silent moments.

4.2.6 Noise and Sounds

The entire enactment of a Playback Performancemdispen the verbal rendition of
stories. While doing physical enactments, the acdometimes accompany them with
sounds, mostly with the fluid sculptures, for ex¢éenm portraying a heart beat the
actor adds sound to emphasise the gesture in ¢oftexaudience also put in sounds
while narrating their stories and make noises dutte performance. These noises and
sounds from the audience are the means by whictirttiertone or unsaid part of a
story can be determined. The sounds also helptésrdeme how the audience feel about
the performance or the stories they are hearingetformance 3, sounds that came
from the audience were that of empathy given thensity and sadness of the stories
told. This was accompanied by sobbing from someesmed members which signified
their sharing of the teller's emotions. These aoenants that allow for the experience
of communitas in Playback Theatre and prompt atbaies to be shared as

experienced in performance 3.

The experience of noises and sounds are differghtaudiences and performances.

Children will make noise that is not related in avgy to the performance or the
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experience they are having while adults make nagher commenting on the stories
or enactments of the stories. The performancerag Kiavid School was really noisy
with children talking amongst themselves and ngimgaattention. At some point the
conductor had to call for their attention to listerthe teller’'s story. Shared experiences
that are told in performances call for a lot ofp@sse as the other characters in the
story will pop in from time to time with commentsdacorrections especially with

children. The most common sound in a Playback Tagsrformance is laughter.

The audience laughs when the story or enactmeuainisc but also, you find that in
some serious less explicable moments, there inoeilaughter. Fox (1986) explains
that the only explanation for such apparently imappate response is the fact that
individuals are not comfortable or ready to ackrexge the feelings and emotions they
are experiencing. For example when Lily is tellthg story of Creon and Lady
Macbeth, the audience share in her sad emotionstibuhey laugh when she says that

Lady Macbeth is crazy.

In this chapter, | examined the elements that nugkéhe language of Playback Theatre
in its ritual space. The verbal rendition of thiketeenables the non-verbal enactment of
the performers, though the performers occasionaiéydialogue and verbal expressions
in the long story enactments. The actor as theaesatd most important person in a
theatrical space gives meaning to anything in #réopmance space through the way he
handles and uses them. These meanings are demitleel context of the story which is
placed culturally and socially. In the next chaptevill look at how meaning is derived
and translated into the non-verbal through cadefténing to the cultural and social

context of the audience.
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CHAPTER FIVE

BEYOND THRESHOLD: ENGAGEMENT AND PARTICIPATION

The path of evolution and growth through humanradgon includes moments of
conflict and celebration which Turner (1976) tertegcial drama”. The commentaries
on social dramas have generally been concentratedrdlict situations in societies.
Philip Gulliver (in Turner 1976) warns against |lowd at social drama from the point
of conflict, while Turner asserts that ‘disturbasicé# the normal and regular often give
us greater insight into the normal than does dsaaly’ (1976: 104). Social drama
occurs as a result of a breach of norms goverrongety by a person or groups within
the same system of social relations. With this d&inez norm-governed relations, a
crisis arises which will call for a redressive antto resolve issues and re-intergrate the
disturbed social group. Turner (1976) explains tiwtevery social drama reaches a
resolution, for emphasis is laid upon loyalty abdigation to the norm-governing
social relations. As a social drama, Playback Teé&aéxperience is quite different
from what has been explained above as social draoraer’s social drama is based on
maintaining society under social structures whicarmine individual needs in that
group. With Playback Theatre, the individual is egsed and acclaimed within a
group. ‘Playback Theatre honours the people’seidie it joyful or ashamed,
triumphant or oppressed. One of its purposeslesttihis voice be heard, before

witnesses, in all its richness and variety’ (FO2994)

The Playback Theatre performance is made up ofleedpo hardly know each other.
They come from different socio-cultural backgroumdth different experiences from
their societies which is shared through storiegh&tend of a performance, these
people who were strangers to each other, discamgmralated they are through the
stories heard and shared. This is the experienceromunitas. This experience is
enabled by language that is unique to the Playbaelatre method. There is the use of
more abstraction through emphasis on the actionsfeaver words than we find in
ordinary discussion. The discussion between thigganvolved in Playback Theatre

occurs through scenes enacted on stage.
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In this structured process, as in everyday comnatioia, there is a recipient and a
sender of messages. In the communication systdttagback Theatre, each participant
involved has the dual responsibility of receivinglaending information, only the
mode of receiving and sending changes. The purpibés chapter focuses on the
actor who listens to the teller’s story, interpratsl transforms it into improvised

spontaneous actions on stage.

5.1 LISTENING ON THE STAGE OF PLAYBACK THEATRE

Within the complexity of Playback Theatre perforro@none identifies othgretit
performances that can stand out on their own a&sfarmance. First we have the
performance of the conductor and the audiencedkat place through the
conversation with the conductor as Master of Cergnay controller of the event. This
is followed by the performance of the teller agaiar or story teller. Then we have the
core of Playback Theatre which is the performaridbe@actors through the enactment
of the teller’s story. These are parts of a Plaglmrformance that are discrete
performances as Playback is a mix and match ditimes and methods of theatrical
and social performances. An audience is alwaysined|for any theatrical performance
to take effect and in Playback Theatre, each marperson that makes up the
performance process is both an audience and aipartt. When the teller is narrating,
the rest of the audience and the actors automigtisatome the audience to that
performance. Each party, either audience or atistes and watch each other’s
performance but the actor’s performance is the nmgbrtant in the experience. The
aspect of listening is essential to the experieri¢ddayback Theatre. As | mentioned
before, my analysis is focused on the actors tenkss of the teller’s story. The
musician is an actor so the analysis includes f@nabse his method of listening is the

same as the performers’ it is only the means efjometation which is different.
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5.1.1 Body and Mind

The most important tool of a Playback actor isdady and mind. | have discussed in
this study that the Playback actor requires spaitiaand flexibility in order to be able
to switch from one role to another in a short spafdeme. To the Playback actor,
performing a story means speaking with the bodyamisnportant as it is to use the

body for the enactments, so is it also a toolstehing to the stories from the teller.

The body is connected to the mind such that wheretls any touch or feeling of either
hot or cold objects, it is first sent to the mindieh identifies the feeling then there is a
reflex sent back to the body which results in ptgisaction. It is the same when one
hears a word; the response to what one heardested in the body even when the
person is responding verbally. This phenomenogadsraing to the laws of
neurological mechanics (Merleau-Ponty 1958). Pé&ton(1997) puts body and spirit
or body and mind together when he uses the testetiing with the body.” In his
article, he criticises the dualism preached byelis men who consider the spirit as
sacred and superior to the body. Thus the bodyse@s as bad and it was considered a
sin to express it as in dancing. It is such doesithat restrict corporality and restrain
spontaneity in people as they grow from childhd®eltoniemi says that:

When we want to speak about baaty corporality it is
important to see how the concepts we are usindtheit
experience of our existence, [we should ask ifséhooncepts
correspond with the experience that we are allowezkist in the
world as corporal bodies [.] Do they permit [mefémain open
toward all the messages and resonance of life i (1@97: 4-5)

The French philosopher Maurice Merleau-Ponty erasiihis in his theory of body
phenomenology. He expresses that a human beingpyshis body, and the body
gives form to the life. According to Peltoniemi @19, the body and the world are
inseparable which means that the functioning obibey is bound to what happens in
the world. Bodily movements consist of individuat¢gent acts and previous ones that
will also include those received from other peofliae possession of language is in
the first place understood as no more than theahetistence of ‘verbal images’ or

traces left in us by words spoken or heard’ (Marifanty 1958: 203).

8C



To possess this language of the body, one must bentact with the everyday world
which explains why the Playback actor is not a stdine theatrical industry but an
ordinary citizen who lives the experience of evanytife with his community as
explained earlier. Only a small percentage of huo@nmunication consists of words.
We share messages through facial expressionsygestnd other corporal expressions.
Whether we are speaking or not, messages are ftittegsthrough the body, for the
condition of the body is communicated continuafgelings such as love: hate; pain;

joy; shame, are all transmitted through the body.

Communication especially in Playback Theatre isugh the body rather than words.
A Playback Theatre actor listening on stage héisten to the non-verbal messages of
the teller and not only the words of the storyki?ig up these non-verbal messages
from the teller entails opening up their non-venteseptive capacity as Renos (Focus
Group, 26-October-2010) confirms that while listento the teller, he allows his body
to pick up some elements from the teller. Listerimghe teller is multilayered;
requiring your whole being and not just your ediserefore the actor’'s mind is not
only directed to the words and their meanings,Howt the body reflects the thoughts
especially those not verbalised. The actor listertbe tone of the voice, rhythm and
undulations of the breath, the teller’'s entire bpdgtures and body language. Mostly
the questions of the conductor are answered witlbtidy when the teller is narrating a

story.

Moshe’s (Focus Group, 26-October-2010) experiefdistening depended on the
interaction between the conductor and the tellee donductor often asks the teller
questions for precision and clarification and sten(luctor) guides the actors according
to what she hears from the teller. In this caseatttor is listening to the teller,
conductor and their interaction. This is importastcommunication in Playback
Theatre differs from real life as the actor carydigiten. The actor neither questions the
teller nor asks for precise information or commentsvhat he has heard. In his
enactment, the actor therefore trusts his bodgpooduce what it has captured from the
teller, which as Merleau-Ponty explains will relatetap into past experiences that the
body has had in the world. Therefore, the actaracément is never entirely new or
only coming from the stories in that performance/e@ that the only thing required in

the communication between the actor and the tislldre actor’'s presence, the
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multilayered listening will obviously intensify whehe teller is a foreign language
speaker.

5.1.2 Teller as Foreign Language Speaker

This section is concerned with the issue of veittakpretation in a Playback Theatre
performance. Most Playback Theatre companies arthendiorld are situated in
countries or communities with a common languageoofimunication. Africa as a
diverse continent can have as much as eleven lgagua one country (South Africa).

In preparing for a performance, the Playback grfanpiliarises themselves with the
theme of the performance and the nature of theeaadj especially their language of
interaction. However, it sometimes happens thapen performances there might be a
teller who does not speak the language of interadti the performance space. This has

been a case with one of the Drama for Life perforces.

The performance took place on April 22, 2010 atUheéversity of the Witwatersrand.

It was an open performance which formed part afstifal programme. Within the
audience were Mozambicans who could speak and stageronly their local
languages and Portuguese, while the conductonmsaatal the rest of the participants
used English as a first language or lingua franaasituation which included a number
of different African languages. This situation edlifor a translator in the performance.
As a Playback performer, one must always be readsgify unforeseen event in a
performance as understanding the teller’s langismfi;ndamental so that it does not
hinder the enactment of the stories. Doing Playbdwatre in a foreign language does
not only require the performers to understand teammng of words and sentences
pronounced, but it also means knowing the idetitgl culture of the teller’'s society.
Salas (2006) explains this through her experiefc®ing Playback Theatre in a
foreign language (German). She says that the feaxpessing a word or an action that
might be culturally out of context in the socieggtrains her as an actor from being
spontaneous. Performing in response to a languageaes not know requires very

careful listening to the teller and the translatwolved.
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As mentioned before, the Playback actor's most @ tool in performing and
listening is his body. The presence of a transkaothe teller does not change much in
how the actor listens to the story. As he doesunderstand the words spoken by the
teller, the actor listens for facial expressionset of voice and the rhythm of the teller’s
breathing. In opening up your body to access te&peessions, Megan (Focus Group,
26-October-2010) explains that ‘you also havedteh to the translator to make sure
that you are on the right path and [also listertlie]conductor who paints the story
clear [through questions].’ Important in this stioa for an actor is to comprehend the
sense in the story and the emotions that it brougsecause the actor uses mostly non-
verbal expressions in the enactment of the telkdsy. The non-verbal enactment also
makes it easy for the audience to receive the storgessage even when they do not
understand the language of the actors. In situatidrere foreign languages are used,
the Playback actor has to handle communicationlicomfhile listening to the teller -
the conflict between the words of the translatat #re non-verbal expressions of the
teller. It must be noted that the teller's trarslathile translating accompanies those
words with his personal corporal expression, whitght be quite different from the
tellers’. The translator might also project himsetb the story if he relates or is

familiar with the story.

In some cases like the performance mentioned alloegudience contributes to the
translation. As some audience members could uradetsghe teller's language, the
translator checked with them to make sure thausigerstood and translated the
teller’'s words correctly in context. The audientsavould sometimes put a particular
emphasis on the meaning of some words in the cbotdéke teller’s story. This was
because the translator was an English second-adaegspeaker so there was virtually a
double translation of one story. With the condustorterventions, emphases were
made for the understanding of the actors becauserstanding the story correctly
helps the actors give a true enactment of their omderstanding of the story.

However the presence of a translator in any perdmeca does not change the ritual of
Playback Theatre. The translator does not replaeéetler or conductor in any way.
The presence of a foreign language or a transddgéordoes not change the fact that the
actor under no circumstance communicates direatly the teller. The actors still
depend only on the conductor whose role does rasigdheven if she can’'t understand

the teller.
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5.2 INTERACTION in PLAYBACK THEATRE

This study has shown that interaction between tlikeaice, conductor and the actor
does not reflect everyday life communication desglie fact that it is an interactive
form of theatre. Playback Theatre maintains the ablthe conductor as a Master of
Ceremonies and intermediary between the telletlam@dctors. The actors have no
direct interaction with the audience but look angt the conductor to give them all the
information they need for their enactment. Usuadlyhe case of a young Playback
group, it is advisable to have a discrete sign ttiaictors can make to the conductor

when they require clarification or more information

Although the group is in the performance spacenaangemble, each actor relies on his
own listening skills to get the information he need contribute in that one
spontaneous enactment as a group. The silentatiteraloes not only exist between
actors and audience but even between the actorséhees; there is absolutely no
dialogue when listening but only in the enactmeBtch actor brings on stage what
resonates with them in the teller’s story. The exfst listen to the teller and
conductor, and then they allow their roles to catiee on stage. In their spontaneous
improvisation the group is performing one tellestery so it is important that the actors
listen and respond to each other in that momepedbrmance. ‘Improvisation is a
kind of continuously transforming communicationisl. language between bodies,
listening and being listened, sending and receiumgulses’ (Peltoniemi 1997: 9). As
performers, Playback Theatre actors are also plgiter (Salas 1993) who create and
deliver at one and the same time. The actors neusiin open to the environment and
what is happening on stage including the musictamy in a state of neutrality and
presence on stage can Playback Theatre performengct and communicate with
each other and by so doing deliver a true enactthahtonnects them to the audience.
It is in such situations that the participants éflayback Theatre performance

experience communitas.
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5.3 PLAYBACK THEATRE as UNIVERSAL LANGUAGE

Universal is a concept meaning general applicattmmsidering that Playback Theatre
is a language in itself, | consider the possibitigre of it being applicable to many
cases and places. As a method it is very flexibte@an be adapted for the exploration
of many needs in a society - the educational seé@ith sector (especially mental
health), work sector and as entertainment. PlayBaelatre operates according to the
needs of those present. ‘This means that as a thétepans the conventional

categories of theatre, psychology, and educatieox (1999: 1).

As one of the founders of this socially interactmethod, Fox (1986) explains that
when putting together and experimenting with défertheatrical forms and techniques,
their aim was to perform stories of all kinds obpke everywhere, based on ‘ordinary
and not-so-ordinary life events told during a perfance’ (Salas 1993: 1). Since its
inception in 1975, Playback Theatre has grown anmactised in a large number of
countries by both professionally trained compaaies lovers of the method. It has
training institutes in some countries of the wdikeé New York, USA and the United

Kingdom for the purpose of maintaining standards @mordinating good practice.

As an improvisational theatre method, Playback Te&aexperience is based on the
spontaneous performance of the actors, which depamdhe verbal rendition of the
teller, who is a member of the audience. This netttan definitely be applied in any
situation and context such as the University ofWhevatersrand that host people of
different race, nationality and culture becausmiinects to our needs to come together,
share stories and validate each other. The ritutlé enactment creates a sacred space
for individuals anywhere to be validated, for iegdbeyond the verbal. The ritual of the
method creates an energy that can only be redlisedgh the mode of performance;
physicality, connection, embodiment through workith literal metaphor such as the
cloths. The connection is possible because ‘theeaeciore language that exists in all of
us. It is an unconscious [language from] which Btk Theatre taps’ (Kathy Focus
Group, 26-October-2010). The Playback Theatre pescs on going to any

community must trust that the human experiencarggely a universal one.
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Jonathan Fox acknowledges the fact that in its Eigtence, Playback Theatre
practitioners and trainers have gone into commesitthere they do not understand the
language spoken, and still made the experience madnieofor the participants. He says
that the actors should not depend on knowing oerstdnding the language that is
spoken by the audience. The task rests on the ctordio guide the performers in
giving the audience an experience in a languageghmiversal. However, despite the
fact that non-verbal language can be universatjlitconstitutes part of a culture and
the actors need to be careful not to misrepreséotmation in that cultural context.
Fox (2009) recognises that Playback Theatre camplkanted and practiced anywhere
despite cultural and language barriers. For hieothly consideration is for Playback
practitioners to be aware of issues of congruesdeaxperienced in Burundi which
almost led to the failure to implant and sustae Rtayback Theatre method in that
community. He comments:

No matter how deep my respecthierpeople | met, the fact
remains that I, a white American, with commensusa¢ure and
authority, was the teacher. My colleague on thersgdrip was a
white Swiss. Looking back we might have deliberatexte
before sending two white trainers to Burundi andstdered a
person of colour, preferably of African descenstéad. ipid:
244)

It is this same issue of congruence, having whatdégomers for an audience made up of
black people that can explain the non-participatibthe audience in performance 2. A
member of the Drama for Life Playback Theatre Camypalso acknowledges the fact
that she had a similar response from an audienceb@ewho said they would not
share their story if the actors where from anothee. In response, Cherae (Focus
Group, 26-October-2010) thinks that in a diverséucal country like South Africa, the
Drama for Life Playback Company has the potentimdmmunicate to anyone. She
explains that if the diversity of the country ifleeted in the group, then when going
into any community to perform, the person most femwith the language and culture
of that community can lead the performance. Jomaftex comments that when his
group goes to communities with a different languae culture, they would have to
teach someone from the community the basic knowd@ddPlayback Theatre and its
ritual process. This person then has to help thewctor in the performance. With such
a strategy in place, the Playback method is not aotessible to anyone but it also

assures Playback Theatre’s sustainability.
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5.4 ACTOR/SERVICE/COMMUNITY

Playback Theatre is about whom we are as peomdif¢hwe carry in us, our need to
be recognised and acknowledged, the need to camserdibgether as people and how
that shapes our experience in Playback Theatrs.l®dhging for connection with one
another is realised through Playback Theatre, pemgve the chance to talk and their
social issues addressed, though it happens inlgirétthe performance space, people
bring their pains, joys, anguish and offer themnbpérusting that these feelings will be
held and assimilated by the Playback group andmetlas a healing gift to the

audience. This places a Playback Theatre groupeiservice of others.

The act of service is central to the Playback Tleeaethod and it is this idea of service
that creates or enables the experience of communi®layback Theatre, everyone;
actors, audience and conductor are involved irstizev as a community. When an
audience member chooses to tell a story, he chdosgeate the show. A first story is
followed by another and then another, which thooghrelated bring out traits or
similarities. It is by listening to each othersdsés, watching the enactment of the
actors that the audience relate to the shared iexpes that can exist even between
strangers therefore enabling the experience of aamitas. The conductor, musician
and actor also contribute to this experience ofroomitas. When not in role, they share
their own experiences as members of that communiitgy also listen to others share
for it is this breaking of the fourth wall and timteraction between actors, conductor

that builds the community.

People come to a performance as individuals orggrad family and friends in a
particular context. When a teller shares a sttigt, $story may shed more light on the
person’s experience and enable the family or feelndoecome more aware of that
person’s experience, which they might not have kmbefore, and this contributes to a
closer connection with the teller. As a strangehtoteller, the audience become
connected to the teller when they relate to suchxgerience or share in the teller's
emotions. This connection is what inspires moreesdn a Playback Theatre
performance. Watching the enactment of the staryesses the bond and connection.
Keith Johnstone says; ‘it's the most marvellousdghibout improvisation: you are

suddenly in contact with people who are unboundédse imagination seems to
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function without limit’ (1979: 100). The idea heemains that personal story sharing is
one of the defining elements of Playback Theatrs.through the sharing of stories
that the community is created and where peopleatfind make sense of their identity
and different cultures. The community experiencals® enabled through the
enactments of the stories by the actors who acenaésmbers of the community. Actors
experience communitas by projecting aspects of sebras into the enactment

especially when they relate to a teller's storyng€k1996).

As a member of the community, the actor remairieeservice of that community, as
a central element to enabling the experience ofnconitas. In the Playback
experience, the actor holds the roles of bothanitiand actor. The actor constantly
switches back and forth between the two roles tafraand citizen. Before an actor is
chosen by the teller, he sits or stands as a gibz¢hat community listening to the
experience of the other members of the communityel\thosen (as teller’s actor) the
actor goes into an imaginary world and only comasklio himself to render service to
the teller on stage and at the end of the enactomneés back to neutrality as citizen.
‘[He] performs as needed by the community, [anéhtimelts back into the social
fabric...” (Fox 1986: 214). The Playback actor netxde strong and firm as they take
great risks in absorbing the pain and problemslodrs. Fox says that this takes a
different kind of commitment, ‘service without seity, without fanfare, without
adulation’ (bid).
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CONCLUSION

Writing up a research report on the experienceaflack Theatre actors is not easy
when one has not had that experience of beingyb&t& actor on stage. While
initialising plans and the proposal to undergo thsearch, my plan had been to
become part of the Drama for Life Playback The&wenpany given that by the time |
was collecting my data, | had undergone core tngim Playback Theatre. | was
hoping that taking part in public performances wloethhance my analysis and
understanding of the findings | was searchingB@spite this training, my integration
in the company gave me only the status of resernqiteerver. However, the
methodology chosen for the study enhanced theantausitiness of the findings. | had to
trust my knowledge and training in Playback Theatcenbined with the mixed
methods of ethnography, participant-observer andg@roup discussion to document
the findings for my research. These findings werbdlp me answer my research
guestions or not. Although | was not a full pagamt in the group, | began to realise
with time that my presence in the group with thewledge | already had of Playback

Theatre was enabling me to engage with my resdaccis.

The findings in this study were based on the folfmaquestions:
* How does a Playback Theatre performance functianrasans of
communication?
» Does Playback Theatre need to go through any ckédngé to fulfil its

purpose in a multi-lingual society?

These questions were answered based on the digetedlfrom the Drama For Life
Playback Theatre Company. | had started by wamdirggganise a performance in
which | was going to bring in people from differeates and cultures speaking
different languages. Then | realised that it wdugdbest to collect data from open
performances because the actors go into a perfaenaot knowing what will happen.
| also came to realise that no two performancesrereame and it would be more
genuine to observe a number of performances darlgeage differs in each

performance with a different audience and context.
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The study found that as a non-scripted theatre f@®layback Theatre is based on
spontaneous improvisation of stories narrated lolfeance members. As a method, it is
flexible enough to be performed anywhere and fgbady. Its flexibility does not
allow for it to engage with many stage props. Theans that anything that is on the
Playback space has no defined usage and can repagsghing the actor desires it to
be.

The study has shown that when talking of languad@®layback Theatre, one looks
beyond the verbal language of communication. Afoitsis, this research emphasised
the non-verbal language in Playback Theatre. vglaothat the experience of the
Playback performance is brought out through theesgion of this non-verbal
language by the performers whose requirement gb&t& actors is to be intuitive and
spontaneous, using the tools of the body and voicender service to others. While
most non-verbal elements of the Playback performaeside in the actor, the Playback
method does not presuppose that the audiencernsptee in the usage or production of
these non-verbal elements analysed in this studgreTis thus a connection between
the audience and the performers which is what Rlalyls all about. This connection
creates a circularity and one cannot discuss tHerpeers without touching on the
audience. This interaction in Playback Theatrenalfor the experience of communitas
when the participants in a performance reach anhirstate as they involve and engage

themselves in the performance experience.

The experience of communitas involves engaging i most important aspect of
Playback Theatre which is listening. In the researtave shown that listening is at
different levels which involve using the whole bodye actor’s only success in a
performance depends on the way he allows himsdi$ten and comprehend non-
verbal signs from the teller. The aspect of listgris crucial and the interactive mode
of the method has brought up questions of what épm the case of differing
languages being present in a performance. Howftilittdoes the non-verbal

expression capture the verbal rendition of they8tor
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This research demonstrates that with its rituahfraand the intention of bringing

people together into a sacred space to listendio ether’s experience, Playback
Theatre can be applied in any context and environmeéen when there are language
barriers. The whole idea of the enactment is tawapghe essence of a story and
therefore a translator can be used if need ari$esugh their performances, the
Playback group has shown that this method hasdtenfial to be applied in any place
and for any situation and that any practitionedd@adapt it to fit their context.
Therefore, the method itself does not need anygdhant can be adapted as mentioned.
There is still much work to be done to understaoml kommunication works for both
actors and audience and to what extent. This igusecthe limited time for this

research did not allow the voice of the audiendecttieard.
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APPENDIX A

PLAYBACK THEATRE SCENES and FORMS

Fluid Sculpture
This is a non-narrative short form of Playback Tredt focuses on a moment or an

emotion from the teller. The Playback Theatre actme sound and movement to
express an audience member’s response to the dondwguestions. These short
abstracts usually serve as a way to ease the aadieto the Playback process. The
actors step into the middle of the stage one aftether, perform the teller's moment in

no more than a minute then send it back to theforigfly looking at the teller.

Pairs

This is a non-narrative short form that asks thdience member to share a moment
where they had conflicting emotions. Actors stamg@airs one behind the other and
each person chooses one emotion to express. Thel@sest to the musician is always
the one to start. Like the fluid sculpture, theg ssund and movement rather than

words.

V- Structure

This short form requires a short story rather thanoment or emotion from the
audience. The conductor joints the actors to fovWhsaéructure on stage. The conductor
or one of the actors standing at the head of tharvates the teller’s story while
gesticulating and expressing with the hands ang.bbloe other actors follow the

gestures produced by the conductor without usirygnards or sound.

Tableau Stories

An audience member is asked to share a momenstjust a little more expansive

than for the fluid sculpture. As in the V-structutlee conductor listens then retells the
story in short sentences or a series of titleserAdach one of these sentences, the actors
create a tableau, a sculpture that is still, notfexpressing the main idea in the

sentence.
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Stories

Here the teller is invited to the stage to telbader story. The conductor elicits the
story through the ritual of questioning and themdseit to the actors. The actors have
the responsibility of creatively performing thelé€ls story but honouring it by keeping
to its structure. At the end of the improvisatitire story is acknowledged by sending it
back to the teller.
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APPENDIX B

PLAYBACK THEATRE RITUAL
The ritual in Playback Theatre creates a sacrecksiais repetitive and remains the
same all the time so people know what to expectpaodides a sense of safety to the

audience. Everyone works together to hold theIrgpace (quality of ceremony).

Stage
Neutral stage (boxes or crates and actors in line).

Two crates for conductor and teller (sideway).
Cloth draped over on a stand (left).
Music area with instruments (right).

The Playback stage is in front of boxes.

Conductor

The conductor explains the Playback Theatre model.
Who would like to tell (conductor asks)?

Conductor interviews teller.

“Let’'s watch” at the end of interview.

Conductor checks with teller about the experietel&er has the last word.

Actors

Actors stand in position, neutral and ready tot stiaort forms.

Actors sit on boxes to listen to teller’s story.

Once picked by teller, the particular actor stamtisis between self and role.

Actors don't ask teller questions.

Actors wait for the conductor’s cue of “let’s watdiefore they begin enactment.

In general, they don’t begin until everything isplace. The musical introduction of the
story allows the actors to set up the scene incge

Actors play it back then honour/acknowledge tedliger enactment (short and long

forms).
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Music

Music frames the short forms and long form by pdowy music to introduce the stories
and then draw them to a close.

Music can help create the atmosphere when the realienters the space of a Playback
Theatre performance.

Music adds to creating the emotional mood of theydbeing enacted.

Musician decides when to stop playing and therefdren action begins.

Teller
Teller chooses actor.
Teller stays in chair to watch enactment afteratarg story.

Teller does not talk to actors. It all comes frdma tonductor.
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APPENDIX C

INFORMATION TO CONSENT LETTER

My name is Ngefor Shella Zanjam, a scholar in tihenia for Life programme hosted
in the Wits school of Arts at the University of thétwatersrand. Drama for Life

(DFL) is a programme that trains and empowers youag and women on how to and
the importance of using applied drama and thea#etipes in the fight against HIV
and AIDS in Africa. These practices encompass drianealucation, drama therapy,
playback theatre, theatre in education, theatthebppressed, community theatre and

theatre for development.

As a requirement for my Masters degree by cours& and research in this
programme, | am undertaking research based on la@egand Interpretation in

Playback Theatre in a multilingual society. Theemsh is focused on looking at;

* The language of Playback Theatre and the languagenamunication in the
practice.
» It focuses on identifying and analysing the usaai-verbal elements in the

Playback Theatre performance.

This research was inspired by the fact that PlayAdeatre amongst other forms of
applied drama and theatre is newly being introducefrica, which is predominantly
multicultural and multilingual in nature. This typéinteractive theatre was founded in
the western world where most countries are monoéhgr have one common national
language and whose culture of social interactiadifferent from most African
countries. Above all the research will add to aadgenic body of knowledge in the
field of Playback Theatre as a practice.

Participants in this research will be required to;

1. Consent to have videos taken during performances
2. Take part in a focus group discussion
3. Volunteer information through interviews
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Note that the consent form does not oblige youartigipate to the end as you are free
to withdraw whenever you wish and the informati@thgred will be used only for the
research and nothing else.

However, if you feel like having more information this research, feel free and it is
by right that you ask through:

TEL: (27) 0835131052
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APPENDIX D

UNIVERSITY OF THE WITWATERSRAND, JOHANNESBURG

Wits School of Arts, Division of Dramatic Arts

16-07-2010
RE: LETTER OF INFORMED CONSENT

this research. In signing this consent form, | ageevolunteer in the Research Project
being conducted by ................................. @ Master of Art imebnatic Art
Student between ..................... 2010 and ............... 2011.

| understand that the research being conductetésaia Drama for Life - a Capacity
Development Program in HIV & Aids Education throufjpplied Drama and Theatre
that is aimed to empower young people to take patsesponsibility for the quality of
their own lives. | also understand that Drama fibe is being hosted by the Division of
Dramatic Art within Wits School of Arts.

| understand that excerpts from my written transsritape and/or video-recorded
verbal communications and any other form of infaiorashared with the researcher
will be studied and may be quoted in Research Repmd in future papers, journals,
articles and books that will be written by the seséer.

| grant authorization for the use of the aboverimfation with the full understanding
that my anonymity and confidentiality will be preged at all times. | understand that
my full name or other identifying information willever be disclosed or referenced in
any way in any written or verbal context. | undenst that transcripts, paper, video and
audio tapes, will be secured in the privacy ofWiés Drama for Life Monitoring &
Evaluation files.

| understand that my participation is entirely \dkry and that | may withdraw my
permission to participate in this study without kax@tion or penalty.

| grant permission to use one of the following:
My first name only (tick)

verern....Only a pseudonym

Signature Date
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