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ABSTRACT

This dissertation describes wome of the ways in which
English is being used in contemporary South African
theatre. It argues a close connection beiween language
use and perceptions of idemtity. It focuses particularly
on current perceptions of Vhite English-speaking South
African (WESSA) i{dentity and on the relationship between
the WESSA and South African English (SAE) within the
context of SAE usage by second language African speakers
of English (ALSs>.

Because theatre performance is a collaborative cultural
activity, a setudy of the language usage in a theatre
performance allows the researcher to bring a variety of
perspactives to bear opn one another. The theatrical
connestion between orality and literacy is examined, as
1s the relattonship between the constructed dramatic
world of the play and the theatrical relationshipe
exisiing during perfarmance between performers and
audience.

In tracing these relationshipa the study contributes to
the critical discourse of perfarmance in two ways: by
documenting some examples of contemporary theatre
events; and by offering some theoratical arguments about
the subject and nethodology of performance studies. Out
of this convergence of the practical and theoretical
aspects of perfornance studies there emerges a per-
ception of the processes by which theatre performance
botd  articulates and creates consciousness of the
soclo-political conditions of its making, Performsnce
discourse can thus be seen to have a firm philosophical
base and an impartant role to play in academic dls-
caurse.




Three plays are analysed: Paul Slabolepszy’s Saturday
Night _at the Pslace, The Junction Aveaue Theatre
Campany”s gorhiatown and Mbongeni Ngema's Asinamali,
Bach analysis takes account of the =acio-economic,
political and historical conditions of production and
connects these to the dramatic structures of the play
through the varieties of social, political, theatrical
and dramatic functions of its English usage.

The study oconcludes that English usage and theatrical
practice in South Africa are indices of language and
cultural change in South Africa.
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FREFAGE

This study has two purposes:

-~ to contribute tewards a clearer perception of the
subject and methodology of performance studies as an
academic diseipline; and '

tu pursue the implications of English usage in South
Africa in the context of current South African per-
ceptions nf identity.

The iwpetus to undertake this study has been provided by
an urgent need to bring diverse aspects of my awn ex-
perience to bear on each other. Teaching in the School
of Dramatic Art at the University of the Witwatersrand
teaches me continuously that conceptual and language
ckills must be honed by the procasses of analysis and
debate; that undarstanding emerges slowly and anly by
the most rigorovs .and persistent commitment to asking
and (pravisionally) answering theoretical questiaons,

But fifteen years as a freelance professional performer
has given me the greatest respect for thase wha da what
others talk about. The traditional acedemic distinction
betwsen thecry and practioe has always seemsd an arti-
ficial one ta me. For in my experience, conetructing a
performance demands a high degree of conscigusness about
what one is doing and why. Equally, talking about per-
formance in general requires a strong semse of all the
elements invelved in particuler performances and the
curious and often unexpacted ways in which these combine
to bring about that enormously rich sense of consciously
lived experience that theatrs perfarmance can produce in
its participants.




Theatrs performance enacts the discovery of its own
theory; 4t identifies itself only in {ts actions, Ve
know what 1t dis only by what it dose. So this study
begins from a perspactive that sees the practice of
theatrs, and the mction of language in the theatre, as
simultaneously the process and the product of theo-
retical understanding. The progress of my research has
followed a sinilar pattern to the process of theatrical
praduction: only at the end of the action have I begun
to understand something of the nature of tha subject and
my rolationship to it. And 1t is only in that relation—
ship that I have been able to percalve the subjact, and
it can present me with an image of my thinking, Hence an
“tbjective” separation betwesn ner and subject,
or theory amd practice, is mot a condition for me for
performance research. I belleve there is creater value
in responding to the intense commitment perfarmance
studies demands of its practitioners to acting their
theories and theorising their actions,

My active theurising during the course of this research
has made conaiderable denmands on the time and patience
of those people whose common interest in performance
allowed them to indulge me in my quest for understand-
ing, In partioular I have to acknowledge the unflagging
anergy of my supervisor, Professsr lan Sieadmen. I
demanded that he debate ideas with me, direct me to more
and ever wider aources of informetion, provide me with
contacts and bonst my failing confidense. ALl of which
he Qid; and thes matched nmy demands with his own for
aver more rigorous analysis and methodological pre-
ctston. It was an exhilarating if somevhat frightening
experience, for which, in retrospect, 1 most heartily
thank him,

Colleagues and students in the department have contri-
buted greatly through their willingness to argue with me
in classes, corridors and lifts. Meloolm Purkey and Dr.
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Frederick Hagemann bore the brunt of my interrcgations
about their methads and their theatre productions, Among
my friends, professional coolleagues and acquaintances in
the theatre, their willingness to be interviewed for-
mally and informally testifiss to their commitment and
courage in Subjecting themselves to such scrutiny in the
cause of theatrs, FPaul Slabolepszy, Pieter-Dirk Uys,
Derothy Ann Gould, Jenny Reznek and Lucille Gillwald all
agreed to lead seminars with my studants, which produced
1tvely debate and enriched ny ideas. Deon Opperman,
Peter Terry, Bobby Heaney, Sached and the administrative
staff of the MNurket Theatre pravided me with primary
unpublished  material  and  documentation.  Temple
Hawptfleisch and Eunice Reynecke lent valuable aid in
dealing with the wmethodological difficulties. I am
grateful, too, to Mrs. Naomi Gunders, into whose capable
hands | at last delivered my final draft for typing. Xy
confidence in her has been well-placed.

Finally f ocknowledge gratefully the financisl assis-
tance given by the University uf the Witwatersrand. They
have contributed towards the costw of phataostating and
printing: end a University Council Research Grant for
the Human and Socfal Sciances enabled me tm have six
weeks free of teaching duties in order to complete my
research,




PECTAL TERMINOLO

Ineatricel: refers to

1. the processes by which a performance i constructed;
all the activities involved in preparing for the
presentation of a production to an avdience;

2. all the specific conditions in which a theatre
performance takes place;

3. all the elements of performance which sustain a
relationship during a performance between actors and
audience; including the presentation of the dramatic
text.

Lramatic: refers specifically to the dramatic world
which i constructed within = performance but is
separate  from the ‘real’ warld of the actors and
audience; involves the written text as well as the text
in performance.

SAE: South African English

VESSA/VESS.er  White English-speaking South African(s).
This term applies specifically t@ white South Africans
whose first language is Brglish; as Gistinet from

ESSA/ESSAs:  English- ng South Africante) ie. first
and oecond languages epeakera of SAE. The subjects of
this study are all ESSAs.

ALEZALTS: African languages speaker(s) who speal
Eoglish as & £irst ar eecond language.

'
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SPEGIAL TERMINOLOGY

Theatrical: refers to

1. the processes by which a performance is constructed;
211 the activities involved in preparing for the
presentation of a production to an audience;

2 211 +he wspecific conditions in which & theatre
perfermance takes place;

a1l the elements of performance which sustain a
relationship during a performance between actors and {
au fenze; including the presentation of the dramatic

text.

Iramatic: refers specifically to the dramatic world
whizh 15  constructed withir a performance but is
ceparate  from the ‘real” warld of the actors and

audience; involves the written text as well as the text
i performance.

JAE: South African English .

YES3A/VESSAs; White English-speaking South African(s).
This term appliss specifically to white South Africans
whose first language is English; as distinct from

ESBA/ESSAs:  English-speaking South Africants) ie. first
and zecond languages speakers of SAE. The subjects of
thiz study are ali ESSas,

BLBZALSS: African languages speaker(s) who speak
English as a first or second language.
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Abbreviated titles: Long play titles are abbreviated
after their first use, as for example, Saturdav Night at
the Palace (SNAPY: The F a) History of a Useless

Man <BH).

In the bibliography certain well-known publisbing houses
2nd  Journals avw abbreviated as for example English
Academy Review - E&R; Vitwatersrand University Press -
¥.U.P.




CHAPTER ONE: INTRODUCTION

L. ARGUMENT

Ve canmot afford to be unoritically compla-
cent about the role and future of Bnglish in
Sowth Africa,.. The problems of society will
also be the problems of the predominant
language of that society sinpce 1t is the
carrier of a ramge of parceptions, attitudes
and goals. Through it the =peakers absorb
entrenched attitudes. (Ndebele 1986:11}

Epglish Language Usage in South Africa

Perceptions of the particular conditions in which Soutd
Africans live are expressed in their daily language
usage, The predominance of English as a secand language
among  South  African speakers refleats its international
role as a major second language. Estimates of world wide
English users vary between 600 million (Strevens, 1981}
and 115 million .Kachru, 1881).

A study of international Bnglish usage (Platt et al,
1964) emphasises {ts importance as a second 1

The spread of English to so many parts of the
world and the increase in the number of thome
learning it and using it has been the most
striking example of -language expansion” in
all recorded history. It has far exceeded
that other famous case, the spread of Latin
during the Raman Empire. (p. 1),

From this the writers concludes

Whatever the dictates Of language policies
there are two reasons why English ts needed
in the New Nations. One 1is its use as an
international language all over the world and




the other is its use as a neutral lingua
franca, a newiral language of wider communi-
cation without & coumtry. The first need
could be fulfilled by a =mall English educa-
ted €lite but the other could not. In nations
where there is & great ethaic and language
diversity and where no alternative lingua
franca exists, English may be required for
some time to come (p. 2003,

The uame of English in South Africa as an international
language may be firnly (and perbaps irreversibly)
established, but I shall argue that its role as a
neutral local lingua franca is not. There are signs of
aiternative languages emerging which may fulfil this
need. Moreover 1 shall contest the assertion that
English usage for whatever purpose can be “neutral”
within the context of political, econdmic and cultural
dominance that 1is a faaturs of contemparary South
Africa. | shall assert that language usage can never be

“neutral® in whatever language is used, its usage
emacts a ©o ¢« ‘lectic between the lived experience
of the vser o i+ ocumulated concepts and ideological
assumptions the ne language’s history brings to bear

on  1ts users, Language usage cannot be isulated from the
bistorical processes that are inacribed in its gramm-
atical oconstructions, vocabulary, idiome and spalling,
all of which pre-exist the individuai user. In turn the
users contribute to the ongoing historical procass by
their modifications, their “errors” and their expansion
of vocabulary according to the particular cantexts of
thelr utterances. So language ocannot either be dis-
sociated from the psrceptions of its users.

My interest 1s in identifying the kinds of usage that
are ocourring 1in the specific comtext of South African
theatrical language practices in English, for reasons
whick are elaborated below.
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This diseertation sets out to examine:

- how and why English is currently being used by first
and secand  langusge speakers in South Africen
theatre;

- what perceptions of identity sre recognisable among
South African English speakers; snd

- whether the use of Baglish among a renge of South
African speakers can serve to devalop a perception
of a South African national identity which is not
tled +to any one socio-sconpmic, language or racially
specific group, but can include all Sowth Africans.

Current Epglish Usage by South Africap First and Seaond
Language Speakers

To account for contemporary English usage it is necess-
ary 4 refer to the historical pressures of which we are
the inheritars, Underpinning this study is an idea of
history as

The ways in which a portion of South African
soclaty tries to tell itseif, and others,
what the world is like, In other worde (it
is> ap interpretation, instead of 2 mere
description of raality.

(Bownzaisr et al 198811)

Much of Sputh Africa’s history is interpreted in written
English. There is little %o be read 1n ntber South
African languages compared to the sheer volume of
English accounts, Afrikaans has contributed, but of
black Sowth Afrier) perceptions of the past there is
little that has been recorded in languages ather than
English. The te ling of history in English is an act
whioh 1itself 1+ subject tao the ideslogical hegemany
inscribed in the use of English. In the same way that
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our understanding of historical events is shaped by our
perceptions of our contemparary position in relation to
the past, so our telling of that histary is shaped by
the actual vocabulary, grammatical comstructions and
belief systems the language we use carries within it. It
is  likely, therefore, that oultural and palitical
anglicisation is a feature of wideepreac English usage
in South Africa,

The struggle to “understand” is enacted continuously in
the linguistic choices we make, not only among South
African languages, but within the language we use as a
firet language, To choose which language we use in which
particular situation, is in South Africa a pulitical
choice, quite as much ae 1t is a result of social
treining and comtact, or personal, familial background.
Vhere multi-lingualiem produces a greater freedom of
choice, the political significamce of such cholces
incresses. Conversely the limitations imposed by
menolingualism will tend to confirm the speakers
unconscious SutwisSsion to the iderlogical tenets of hia
language. Among Esuth Africau native English speakers
this s particule ly evident. The hegemonic effects of
Emglisa make them particularly suscepiible to the
“naturalising” and ‘univerealising”  tendencles of
English usage. In second language Bnglish speakers these
tendencies are less well developed, though present,
because 1in choosing to speak English the political,
social and cultural effects become more immediately and
conecigusly apparent. For Afrikaners, for instance, the
concept of langusge loyalty and the assuciation of
Afrikasns with a specifically Afriksans national
idontity may produce open conflict at a familfal, social
or political level whers English language usage and
concomitant acculturation oceurs. Among African language
speake ‘e the use of English tends to involve questions
af olass identity because of the association of English
with edvcation. The status of English as a language of




political and economic domimation nay alss involve these
English speskers with questions regarding their politi-
=al affiliations.

Whe uses English in contemporary South Africa, and why,
are critical questions in attempting to recognise what
features are ocomson to all South African experience and
which ere specific only to particular groups. But again,
in  tdentifying differences among groups the terminclogy
used =« the ecategaries by which South Africans are
currently differentiated - is linguistically as well as
politically determined. And these categories are
themgelves unstable, as the changes in offiofal terms
demonstrate. Familiar South African conospts of race,
class, culture and nation bave a linguistic history
which 1s inscribed with the canceptual and political
modifications effected by the politically dominant
group. Boonzaler et 21 (1988) have traced some of these
linguistic shifte that function as indicators of mhifts
af consclousness ameng the users of tha language. Far
example, they cite the ohange from tribe to race to
etbnic group to nation (pp. 68-78).

These 1linguistic shifte are inseparable from the socie-
political manipulations which oreate and adapt the
structiras and prganisatione of dominance and subordin-
ation in South Africen society. They provide evidence of
the ecentrality of language in reflecting and comstruct-
{ng conecicysness,

The relation of Engliwh to the dominant struotures that
entrench political an¢ economic power in a mimority
diffarentiated by racy is complicated by Eaglish usage
among  those whe meek to alter thess power structures. In
co-opting English into the struggle to redistribute
econemic and political power, oppositicmal cultural
workers appear to place incremsing importance on English
ae a site of struggle because its usage encompaases buoth
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daninant and dominatsd. Linguistloally the struggle in

English becomes one waged between conservationists and
1iberationista. The oonservation of white cultural and

economic dominance 1is fought for through the preservat-

fon of traditions)l standards of usage. The mtruggle for

political eand ecomomic liberation exhibits itself
linguistically 1in new forns of Englich usage which demy .
or ignore these traditionms.

The nultiple functions that English has in South Africa

has resulted in an expension in its rangs and variety of ;
expressiveness, BSome users are engaged in using it to i
promote the racial and class divisions that sustain the
politvical status quo. These - and they are by no means i
limited to wative English speakers - vigerously premote
English as & European language and believe that ~good”
ie traditional usage allows access o the beneficial
effecta of Western culture, economic practice and power
sharing. English, 1in this view, is implicitly “better”
than other languages and “onrrect” usage ensures that
the speaker will reap the economic rewards of the
cepitalist systen and the cultural bemefits of exposure
to  the largest and fullest traditions of cultural

R excellence as well 4s membership in &n international '
(ERTTER langusge oommunity, thus enlarging his conceptual ’
o By e framework beyond the parrowly parochial or purely
¥ SEFOIRE natipnal, The notlon of democracy here assules a common N

predominantly cultural gosl, that of Englishness®,

Other users are engaged in promoting fts uss for a
differsnt kind of democracy, Rather then subsoribing to
the elitiem and competitivencss that Western demacracy
practises, they use English to mobilise masses of pecple
who share similar socio-political experisnces. English
in this case has a non-cultural Tunction in that it ia
used as a lingua franca, a oontact language among
different language groups. The recent growth of many
; literacy programmes, the majority of which teach reading




and writing skills in Bnglish, testifies to the urgent
need for a common lingua franca among the disenfranchis-
ed. Here the democratic goal is not primarily oulturalt
the supremacy of English culture is valued lsss than the
access 1t provides to sconomic pawer and its usefulness
as a linguistic means of negotiating with those who poss~
ess that power. So usage is a means rather tham an end.

Between these two poles - the use of English as a
demonwtration of cultural excellence and as a tool for
acquiring economic and political power - thers are many
varieties of English usage evident. For neither pole is
mutually exclusive. The hegemonie spread of Bnglish
culture among English users ensures that traditional
standards of usage and culture are acknowledged and
valued tm a greater or lesser degree by all Bnglish
users. Egually the transmission of concepts of altar-
native economic structures and their accompanying
political concepts impinges on the notions of democracy
that traditionaiists sustain. The effects within Bnglish
of such continupus traffic anong varying purposes and
practices means that there is continual reassessment of
the langusge ltsel?, Its voocabulary is conmtantly
subject te the actval conditiona of utterance - who ia
spesking, about what, to whow and in what context. This
produ a J3 on its users to identify
themselves, the worde in which they frame thair conoepts
and the reception of their idems by their listeners,
Actual English usage is thus tha subject of closer
scrutiny than previously, and is constantly reviewed,
adapted and elaborated in the Interssts af exchanging
meaning by speakers themselves, as they sopeak. For
meaning cannot be assumed to be common to all its
speakers,

Language oconsciousness has always been a feature ot
South African political practice. It has, and continues
to be, wused legislatively to oreate and identify




separate groups of South Africans, Now, as apartheid is
challenged  increasingly openly and powerfully, the
discourse in which the apartheid debate is conducted is
iteelf under oxamination. Englisbs colonial history,
wbich was partly responsidle for the linguistio
divisions used to separate South Africans, has also
provided the lingua franea in which the discourses of
power can be debated, Aparthaid language consclousness
15 graduaily being replaced by o mare positive attempt
to explare the possibilities of expanding English usage
to  accommodate diverse cultural and sccio-political
oxperiences within 1t. Vhether this oonscicusness of
English can or will eventually make English the languege
of South African unity can be only speculatively
answered at present. What can be offered is evidence of
current perceptions of identity that are held by some
South Africans and the degres to which their use of
English demonatrates a felt nesd to affiliate themeslves
with others who aleo use English,

Congepts, of ldentity in South African Engiis ealers

In South Africe officiel demarcators of identity are
race, language and place of origin. Legislative practice
has effectively enacted the ideoleogical principles of
apartheid so that few if any Sowth Africans are exempt
from the hegemonic absorption and internalisation of
these oriteria in their perceptions of identity. More
recently ocultural oriteria have been added to instibtut-
ionalised definitions of identity when “place of erigin”
conepicucusly failed to maintein clearcut divisions, The
emergence of “ethnicity” me an attribute of identity ts
an example of this refurbishing @f old concepts in new
words, (1) Identity is thus largely determined by
emphastsing difference betweer individuals or groups.
The dincreasing use uf Bnglish seems to bs re-introducing
a balance between difference apd  similarity in
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constructing representations of identity, in that the
racfal distinctians no  ionger matoh the language
diatinctions as closely as before.

I shall be arguing that beoause language constitutes one
of +the oritical paradigms of official ldentification,
English is both an instigator and perpetuator of these
ideologically entrenched perceptions of identity and at
the same time a means of combating the presoriptions
that the race/languwage/ oulture oluster impuses on such
perceptiona,

Politically English ie used as a weapen by oontending
groups, The hegemonic spread of dominant values through
widespresd English usage serves the interests of the
dominent white minority by “taming”® or naturalising
domineted groups and incorpoeating them into sstablished
practices. For the dominated classes, though, it
pravides 2 ocommon voioe that can be raised against the
oppressicn that unites them in common cause against the
oppressars. In this way English aseiste in artloulating
new paradigms to counter the racial snes. One of the new
paradigne is the class ape (2), Ansther, to counter the
old eultural superiority of Europe, is that of numerical
majority.

English is eminently well-placed ta@ gather all the
contestants under one umbrella, so to speal, and provide
common linguistic ground for the contesting ideclogles.
Coupled with thie, the high status mccorded to English
usage lacally (deriving from affsctive cultural
colontsation) suggests that the “rules of the game”
(pravided by Bnglish’s own ideology) are understood and
respscted at least to some degree by all the English
users involved,
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English Usese in Relestion to a National ldentity

Engiish in South Africa is eminently well-placed to
gather ourrent raciel, linguistic or olass specific
concepts of bpationality into a more broadly imclusive
concept of a South African national identity, precisely
because its language community im  begivning to
sccounadate the majority of Sowth Africens. The more
general usage of English among and within racially and
economically segregated groupe is sssisting conscisus
political strategies to displace apartheid structures in
faveur of other forme of social urganisation, whether
these are reformist or revolutionary,

Jt is my contention that language does provide a primary
meane of perceiving identity. Language is thus a sensi-
tive issue, s the consequences of ampartheid language
policles demonstrate only toa vividly im, far example,
the Soweto vprising of 1876 (3). But if actual English
veage by disparats South African language communities
becomes commen practice, the artificially constructed
language divisions imposed by official language poliotes
domonstrably vannot sustain credibility. The expansion
of the Bnglish sapeaking language community in South
Africa is both a sign and am initistor uf an expanding
sence of tdentity towards a national identity which can
incorporate the diversity af ather faotors - such as
class, cultural practices, reglonal loyalties and
political affiliations.

There are dangers inherent in asserting the primscy of
langusge as a marker of identity within a South African
context. 1t may be sSeen as an attempt to impuse a sec-
tional concept of English nationalism on South Africans,
similer to the coercive attempte to promulgate Afrikaner
nationalism as synonymous with South African natiomal-
tem, or the attempts of factions within the Blaok
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Consciousness Movement to invert this with a rival
sectional concept of natipnalism based on similarly
exclusive paradigms (4).

The privileged status of English in South African
consciousness also demands some cavtion when considering
its possible role as a serviceable means of promoting a
national identity. Its colonising history, coupled with
current attempts to isolate South Africa culturally,
ecenomically and politically from the rest of the world,
and  especially the rest of Africa, makes English
particularly attractive o South Africans as a means of
sustaining contact internationally. This carries its own
dangers, for there may well be few restraints on the
processes  of ocultural anglicisation whers pecple
willingly turn to English usage.

Actual English usage may provide the necessary canst-
raints, provided that tracitional notions of standards
beld by South African native speakers of English are
consciously redirected towards accepting actual usage by
second language English epeaksrs and modifying thelr
notions of ‘“correct” aceordingly. For as larger social
configurations within the South African English langvage
community contribute their varieties of soclal experi-
ence to the range of expreseed perceptions in English,
there is likely to be a rapid expansion of vocabulary,
grammatical forms and richly conngtative ddiom  from
which native English speakers may benefit.

It is largely a question of adjustments of attitude
among  those English speakers in South Africa who
currently perceive English as “their’ language and thus
tend to wish to retain costrol of it in thelr own hands.
In democratising English it is necessary to dempcratise
attitudes to English concurrently. Perceptions of a
decline of standards need to be refocused towards a
perception of an enriching of English by the emergence




and acceptance of new forms of usage that articulate the
socio-political and cultural experiences of all its
users. Equally nations of tradition need to ba readjus-
ted t& recognise ocurrent usage as part of an ongoing
tradition in which there is continuous exchange between
past and present,

Given theme pravisas it may well be possible to generate
both a revitalised South African English which both
expresses and shapes parceptions of what & fully South
African ldentity might entail.

2. METHODOLOGY

A crucial component of theatre, as of all .

art, s its immediacy, its nowness, its
status as event .. To be in the middls of a

process is not always to be clesr about it.
The kind of clarity academics strive for
seams always tQ come, if at all, only after—

wards. The prublems nf ... drama today are as

acute and difficult and urgent and present as N
they ever ware ... the problems of audience, -

of  style, of venve, of standpoint, of *
objective .., There is, it seeme to me - a

continuing difficulty of language, daspite
the articulatcnese: & difficulty in pinning
down the problems, a difficulty in expressing ¢
the partial solutions pecple bave found in i
the daily work of practice ... That is one of
the ressons why the whole art of drama
sometimes imposes itself uwpon us as neceseary
and irreplaceable. (Bradby et al, 1080:273-5)

in constructing tbism study I have drawn on theorists
from three disciplines, viz, performance theory, sacic-
linguistic theory and cultural theory.

i = it



Performance Theory

Theatre semiotics has provided the underlying framework
that 1identifies performer, audience and performance as
the key constituents of a theatrical event. Equally
fundamental is the notion that performance is construc-
ted from twe interactive systems: visual signs and
audible signs. While T bave not overtly examined the
models proposed by Elam (1980), Pavis (1082) and
Bassnatt (1630 & . 35). here, their work has informed
much of my thinking about theatrical performance.

Another key concept - the relationship batween arality
and literacy as it is expressed in theatre performance -
derives from the work of Ong (1982) (particularly), de
Marinis (1987) and de Kerckhove (1867). These thearists
offer a bhistorical perepective which illuminates the
complexities of contemporary theatrica) amd dramatic
language in a most helpful way.

Regarding the distinctions between “theatrical® and
“dramatic” {n both language and performance, a number of
thestre practitioners and theorists have contributed to
ny understanding of the relatioaships between the two,
and the cruciel role that an audience plays in construs-
ting this relationsitp. Performers, directors, play-
wrights and reviewers bhave assisted in epriching my
sensa Of the complexities of relatinnships that exist in
themtrical and dramatic  language, while the most
pradominant theoratical spurces have probably baen the
writings of Brecht (8), Artaud (1877), Styan (1975,
1978,  1063> and Raymond Willlams (1978, 1077,1980,
1867).

Socig-Linguistic Theory

In comparing drametic dialogue with “ordinary® speech or
“naturally occurring language” the concept of function




has emerged as a key analytic device, Austin’s spesch
act theory and analyses of actual languags practice inm
Bdwards (1976), Bloomfield (19793, Hayakawa (1871) and
athers (Hudson, 1986) have sharpened my sense that
function 1s a crucial means of Qistimguishing drapatic
dialogue. Burton’s analysis (1980) of Pinter s dialogue
assisted me in applying socio-linguistic principles to
the specific area of dramatic language usage in South
African theatre productions.

Regarding the concept of audience 1 have used two
general nodels: +that of Canett{ (1962) (crowds) and
Edwards (1976) (social groups) te try to find a means of
analysing the composition, fumction and action of an
audience within a theatrical performance. That neither
has proved adequate to the specific cuntext of theatre
in no way implies any disparagement Of their thearies,
only that the search must continue for a theatrical
nadel,

Literary theortsts bave contributed here, too, in their
focus on the cognitive sspects of reader, writer, text
relationships, though agaln the work of the French and
German reception theorimts appears to apply less aptly
te the theatrical relationskip betwesn avdiesce, per-
tormere and performance (Holub, 1084; Freund, 1987).

Literary theory, in fact, bas proved a less useful
source  in  that the exclusive empbasis on written
language thet 1t engages in tends to detract Irom tbe
emphasis on oral langusge in theatrical performance, So
literary theery hae been largely avoided here,

Hauptfleisch’s empirical work on theatrs audiences
<1980 offers a semall body of statistical evidence to
support theoretical argument amd if notbing else has
pointad to the urgent need for more research of this
kkind.




R st

Equally, his survey (8) of registered theatre resesrch
tn South Africa in both 11 and drama dep
(Hauptfleisch, 1984) points to the paucity of 1.search
that supports the fledgling discipline of performance
studtes. His survey indicates that a dispropertionate
amount of such research in progress is directed towards
studies of dramatic texts and of literary biographies of
playwrights. In comparison, research into the mocio-
cultural aud political functions of theatre or inte the
role of audience in the theatre periormance is sparse
indeed.

So this study is an attempt to begin to redress tbis
over-emphasis on written language in South African
theatre studies, and on dramatic rather than theatrical
features of performance.

! am also concerned to strese the relatedness of all
aspects and processes of theatrical performance, There
ie a tendency, it seems, to isalate elements of theatre
from each other for the purposes of amalysis, I wish to
strengthen the connections between theatre performance
and other kinds of cultural werk and social behaviour.

Gultural Theory

Cultural theory and in particular a histerical material-
ist approsck bas provided me with the most pervasive
model for my methodelogicel approach, Raymond Williams®
writing bas provided the concepta and directiaon for this
study, In particular, bhis arguments for the impartance
of process, of “structures of feeling” (Willlams, 1987,
PP. 16-20) and for actual practice as areas of critical
enguiry bave largely determined the general perspective
from which to view the specific subject af South African




English in the theatre. This study relles most fundamen—
tally on his seminal acoounts of hegemony, ideology,
historical process and acculturation. For the particular
manifestations of Villiams® general theary in a South
African conmtext, I have referred to the recent pub-
lication by the University of GCape Tawn’s Scciology
department  (Boonzaier et al, 19868). Their analyses of
the political implications of the historical shifts in
terminology that have and are occurring in South Africa
- specifically the uvse of terms such as race, nation,
ethnicity and @0 on - have critically influenced my
thinking about language and identity in South African
terms. Equally potent an influence in my thinking about
the cultural and socio-political context of theatre in
South Africa has been Dollimore et al (1985) and Nartin
Orkin’e book, Shakespeare against Apartheid (10987). Both
have offered valusble theoretical models for formulating
ideas about the dialectics between theatre productians
and the sacieties in which these ocour.

In applying Williams® historical approach I have found
much assistance from current work by popular historiams,
particularly that produced by the Wits History depart-—
ment  (Callintcos, 1981, 1987a, 1987b; van Unselen,
1982). Their emphasis on the retrieval af alternative
himtory through personal testimony has initiated much
fruitful  thought about the historical function of
theatriosl language and bas expanded the context of
theatrical language for me.

Finally, +this stuly relies an a number of concepts drawn
from a varisty of disciplines. These oan be grouped in
clusters under each discipline, but it is nat my
intention to do sa. My interest is not So much in the
derivation: of the cancepts as in how they cperate on
each other. Theatrical, sooiological and ocultural
theoretical principles do, [ think, illuminate each
other, but collectively they provide a dense acopunt of
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the complex dislecticsl prucesses that seem to me 1o be
at the very heart ©of theatrical parformance. In oon-
structing a nulti-disciplinary framework in this way I
am esserting a premise that the subject (theatrical
langusge performance) is more than the sum of its
separable parts; and that in spite of the subjects”
1 bility to re methods which rely oa
immobilieing and objectifying the subject, theatrioal
language in performance gan be identified, serutinised
and  theorised successfully by methods which take account
of its peculiar volatility. What is necessary is that
performance methodology articulates those theatrical

relationships whieh sustain performances - that the
methodology and the subject share the same criteria,
that performance analysis ri 4 and participates in

pracisely those dialectical relationships that differen-
tiate theatre perfarmance from gther kinds of cultural
work. There 1is a need to develsp a performance theory
that can say wbat performance might be and what it can
do, rather than what it cannot be or cannot da,

Henee, whers many theatrs researchers will strive for
“scientific’ distance and objectivity between themselves
and their subject, my approach uggests that engagements
in the subject is a methodological imperative. I see the
relation of researcher to swbject as analpgous to that
betwaen avdience and performance: hoth researcher and
audience participate in the oreation af the subject at
the same time as they reflect an that wubject. Su they
are both subject to and objsetifiers of the processes of
performance. And it is this mutually dependent identi-
fying process that ! would seel to place at the centre
of the research methodology of perfarmance. It ia a
precaricus position te maintains too much insistence on
active participation within the subject will (Justifi-
ably) lead to charges of mystifying and personalising
the research; too much separation between researcher and
performance denies the essentis) conditions (exchange,




mutability, cellaborative action and collective experi-
ence) which characterise performance as distinctively
different from, say, dramatic literature or other forms
of cultural work. Continwgus action, involving all the
participants in a theatre production, is fundamental o
performance. Ta diminish this aspect of the process in
order to promote thearetical ccherence seems misguided
to me, For performance studies nesds to develop a body
of theory which centralises the concept of action -
whether dramatic, theatrical, linguistic or gestural,
If, as seems the ecmse at prement, this presents
difficultiss, 1t is not & matter of adfusting the
subject to suit the methods of enquiry, but of extending
and intensifying the search for methode of enquiry that
most precisely register the particularities that make
performance an identifiable disoipline, More acwtely, in
attempting to bulld a theory of performance which is
differentiated clearly and unambiguously from oOther
related disciplines, the connections batween theory and
practice will have to be addressed with rigeur, It is
nat satisfsctory to say that performance theory is
exemplified by particular performances; nor that perfor-
mancea provids the tools for constructing theory. For it
is in each performance that partioipants disoover, const-
ruet, dessribe and enact the concepta of perfarmance,
The pracesses of performance gre, I would contend, the
theory of performance ia action as it presents iiself to
ite participante,




3. ERIMARY SOURCE!

Critpria for Selection

In a study of theatre performance there are always
difficulties attached to engaging in a written study of
an ephemeral and constantly ‘vanishing subject”. My
selection of particular productions has therefore bsen
limited by practieal considerations sush as the avail-
ability of records of contemporary South African works,
aither in the form of working manuscripts, published
texts or viden recordings of productions to overcome the
problem of providing the reader with some reference to
the primary source, Where published texts are available,
these will be useu in conjunction with such description
of the features of apoken dialogue and physical action
in the productions as seem necessary.

Beyond these practical conaiderations my selections have
been based on the follawing criteria:

- a production clearly articulated perceptions of a
particular language group in its relations to other
language groups;

~ & production appeared to be a development from
earlier work by the same writer or company in terms

of shifts of perceived identity:

- o production demonstrably axtended South African
English usage in its theatrical dialogue;

a production attracted popular attention ar oritical

acelaim.

Regarding the last of these, popularity is an ambiguous
concept of which there sre a number of contradictory
featuras. Numerical and fimancial factors are only two
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variables that may determine the “succesa’ or
of a production. The cemposition and percept-
an audience are oubject to the relative effects

of the
“failure”
tons  of

of things as various

as  the loeation,

accessibility,

arehitecture
proc adures;
advertising
broadcast 1
inserts. The

and
the

technalogy
relation

af  the

venue;

marketing

of ticket prices to income;

and word
an
a

eviews
n  there

of
d
re

mouth as well as newspaper or
articles or arte programms
the specific conditions of a

particular production

attend a

that

contribute to an audience’s

perfarmance !

the

genre of the

eagerness to
play; the langw
language(s) of

formers, the di:

mge
ite audiences;
reotar,

it is presented inm,

the

conpared to the
status of the per-

or the designer or the writer in

the

eyes of both the management ~ 1 potential audiences.

Expectations of

visual

spsctacle or witty dialogue may

persuade people to attend for o variety of reasons.

The theatre panagement ae a cultural infrastructure is
likely to bring its own variables to bear on the
of 1tp productions as well, Its ideologioal

be inscribed in its policies regarding
its billing

will
~=duced ticket prices for favoured groups;

:f plays, players and writers; the comparative costa it
aseignz te backstage labour, performers, writers, pub-
lieity, set design, tours end =0 an. lts artistic and/or
sommersial palicies are likely to attract or oircum-
seribe 4ts potential range of audiance appeal, as are
its stated or isplicit conneotions to other sveial

and/or stote ingtitutional structures.

Vithin this immensely oomplicated scenaria parceptions
af popzlarity ocannot be a matter decided by sclentific

methad. ! have thus broadly defined a popular produstion
as  ons which bham attracted oriticel nptice; has been
widely talked about among theatre practitioners; bas

gonerated ounaistently inoreasing audiences (relative to
fts venue) that have grown throughout its run; and in
some cases which has returned for a second season.
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The kind of audiences a production has attracted has
also been a sonsideration. This is difficult to estab-
1ish s there is very little statistical evidence of the
seeiological composition of Juhannesburg theatre-goers.
But 1t seems reasoneble to assert the premiss that white
English-speaking middle class South Africans constibute
the majority of audiences at the productions that are
the subjact of this study, for remsons that are given
elsewhere. This 1is borne out by my own observations at
B of these p ans.

The way in which a production gvolses - whether from a
text or from a collective workshop method - seems to me
to be important in assessing the Bnglish usage that it
presents in performance. Textual modifications alweys
oceur (with or without the consent of the playwright) in
the rehesrsal of & new scripted play, but these
generally do not alter the fundamental conceptual and
idsolagical parspectives of the playwright. Changes in
dialogue are wusually in the interests of the actor-s
articulatary convenience, or for the purpuses of
defining dramatic character or plot more sharply. The
value of u study of examples of these plays lies in
their representation of a  particular idenlogical
perspective within the range of positions that are
articulated in other English culturel works, Vhere the
reception of a production dndicates etrong grounds for
assuming that audience mnd playwright share this perspec—
tive +the play may well be said to be represantative af a
particular soolally constructed growp - as, for inst-
ance, in the case wtudy of Psul Slabolepszy’s play as
representing WESSA perceptions,

In callective worksbopping, however, the dimlogue is the
result of complex procaeses of negotiating linguistic
and sociel meaning among all the participants. The
spoken dialogue tends to exhibit features of thim in the
English language usage. Hence there is great interest
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for the language rasesrcher in productions where WESSA
and ALS  sp: have P d in ing & new
production, for it is here that the processes of theat-
rical production may be asserted to be microcuemically
enacting the social and linguistic negotiations that are
oscurring among South African English language users
beyond the restriotions of legislated apartheid,

The Question of Representativeness

fiow far theatrical activity may be seen as representa-
tive of o er forms of social activity involves
questions regarding the relation of oultural work to
other forms of labour and leisure activities. It also
involves most orucially the relation of the dramatic
world to the “real” world. One of the premises on which
this study reste is that in constructing the dramatis
world the creators speak from particular ideological
positions which are determined by their experience of
the “real” world. The task of this researcher is to
tdentify from the linguistic features af the arematic
worlds presented what these may be, Theatrical represen-
tations of reality are themselves as much part of the
perceived “resl” world as they are imaginary inventions
ot  possible alternative canstructions of reslity,
Critical analysie of a production can thus be used to
tdentify aharacteristic patterns of linguistio behaviour
which apply beyond the specific practices nf theatre; or
it can be used salely tc examine the internal relations
of the dramatic world, It is the former purpose that
svplies the perspectives of this study,

The selection of produetions does not imply thet the
mskers of each praduction are intended to be sewn as the
sale theatrical representatives of & partioular sooial
catagory of South Africans, nor that all South Africans
are fully or satisfactorily represented. Afrikeans

e t——————
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language speakers, for example, do not feature in the
study at all, snd are only peripherally presented among
the dramatic <. .racters. In the two language-based
categories - VESSA ana AL§ - there are other contem
perary voices among theatre practitioners whose plays
present otber perceptions and other linguistic features
which are not evident in this selection. But where a .
playwright  evokes responses of recognition  and

familiarity {n an awdience, this may I believe be taken }
as eavidence of a commonly shared percsption of his \
function as “one who sopeaks on our behalf” and so !
support a view which claims a degree of representative- H
ness for him.

So a particular production is np more and no less
reprasentative than other particular examples of
cultural expression: who 1t represents, to whom and
under what conditions, remain the ceniral issues.

The representativeness of the researcher is equally
subfect to the same conditions as apply to the making of

the theatrical production. In thie sense “objective”

research has little bearing bacause of the necessity of
approaching the subject through the intricate systems of ¥
relations that operate in the constructions of meaning

Indesd tde subject I{tself is less a stable entity than

it 1= =2 process of engaging in these constructions. The

researcher stands in the same relation to the subject as

an avdience does ‘2 a performsnce, neither distantiated

nor vicariously enmgaged in the action, but poised

betwamn the two, simultanecusly receiving and making

meaning.
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Productions Selected for this Study

Three productions have been selected:

Paul Slabolepszy: Saturday Night at the Palace
Junction Avenue Theatre Company: Sophiatown
Mbongeni Ngema: Asinamali

Slabolepszy’s play Was scripted prior to rehearsal
though it underwent considerable change during ‘the
process of rehearsal (7). The text was published some
time after the initial production,

Both  gophiatown and Asinamali were devised through
workshopping process. Sophiatown has subsequently been
published as a play text (83, though Asinamali has not.
Vhers reference is made to specific section of dialogue
the source 1s the published text. In the ocase of
Aginemali my sources ars the working msnuseript of the
original theatre production as wall as verbatim trans-
criptions from the video production of the play (10).
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NOTES - CHAPTER ONE

"Both ‘“ethnic groups’ and “patione” are fundamen-
tally oconstructs of the bhuman imagination rather
than entities with a conerete, practical existence
in  the sacial world.” (Boonzaler et al p. 80). Sharp
then goes on to arpue that the shift in terminology
was not matched by a shift in the ideological vision
of apartbeid.

The oconcept of class s & vexed one in South Africa
because ©f the dominance of raclal divisions over
all other identity determinants, Slovo, of the ANG,
discerns ‘a degree of stratification within the
black population”  (Lodge, 1988, p. 92). Sharp
(Boonzaier et al, p. 175) contends that class “daes
not form part of the dominant political discourse in
South Africa’ (p. 175), which may account for the
relatively minor part class plays in black
communities. However, recant governmental suppoct
for black entrepreneurs and “the informal sector”
suggests that there is an attempt to develop and use
class strategies in the interests of sustaining the
dominant status qua.

Lodge (1983) sees econemic recession, a more
politically assertive African petty bourgeoisie and
consecutive waves of labour unrest as the background
against which the Soweto children”s language
protests grew (p. 328).

“Blacks had to oreate a sacial identity to replace
the conoepts generated by white liberal notions of
African integration in a Western capitalist socisty,
To this end blacks should draw on indigenous
cultural traditions and eritically serutinise
externally derived {denlogical systems’ (Lodge,
1983, p. 328).
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(Baonzaler et al, p. 175) contends that class “does
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To thie end blacks should draw on indigenous
cultural traditions and oritically scrutinise
externally derived idealogical systems” (Lodge,
1983, p. 323).
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Accounts of Brecht’s theories have bmen drawn from
Breun (1942), Bentley (10983) and Roose-Evana (1984

See appendix B.

The director of the produetion, Bobby Heaney, gave
me wccess to the origimal preproduction ms of
gaturday Night at the Palace, with the proviso,
however, that 1t may neot be guoted directly. A
comparison of thiz early version with the dialogue
of the praduction and with the published text is of
considerable interest, but iz not included here.

Malcolm Purkey provided me with a ms of Sophiatown
which was put together in July 1986, ie, subsaguent
to the initlal pr on of the pr , but
prior to its publication. This has been my scurce,
but as it is substantially the same as the recently
published text, references given refer to the
published text.

My thanks to the Market Theatre for their assistance
in locating thie (incomplete) ms and for permissicn
to use it for this study.

The vides production canmot be equated with the
theatrical production, Features of performance, the
selection of camera angles, the studio setting and
the differences that the two media exhibit in
relation to each other all profoundly affect the
reception of the spolien text. However the actual
dialogue, though not +the order of the scemes,
remsine substantially the mame, so that it meems
justififed to use thie source as an adjunct to the
theatre me where issues of srality are the foeus of
the analysis. Relther the ms nor the video product-
ion can substitute Zfor the performance but they do
go some way tawards supplying records of it
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Theatre 1is an eminently suitable cultural activity for
tracing the changes that are occurring here and naw in a
soolety whose tramsitional processes are accelerating,
For it 1is in theatrical performance that the immediate
effects of 1ideological shifta can be publioly demanst-
rated to both performers and their audiences as they
aceur,

Definitions of theatre are as various as the venues in
which such activities take place and the people engagsd
in it. The ideclogieal perspectives it renders visible
and audible are egually various. Productions may be
offered as products; as 1s for smetal
or political action, (1) (Boal 1979) as an escape fram
the “real” world or as an invitation to examine its own
spacific structures and practices as they pertain to its
audiences or to others not represemted in ite audiences,
There are elaments of theatre which require personal
identification with the dramatic characters and their
dramatically constructed world, and theatrical tech-
niques which direct audiences ta distance themselves
from such empathetic involvement.

The functions of theatre performances range as various-
1y from the instructional purpose of didactic political
and educational drams to the expressive function, where
audiences enter into an implicit contract with the
performers, allowing them to enact on their behalf the
myths and rituals which express oollectively shared
beliefs, as {n the acting out of folk tales or legends,
¥here theatre performance stops and other kinds of
cultural action begin 1is by no means clear - how much,
for inastance, wrestling ie a thestrical event and bow
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mich a compstitive spart is s question that axoltes
considerable debate,

Theatre performances are above all, though, collective,
public, soeial events. The creatisn of a dramatic worlgd
requires at least ths consent of its avdience, and an
audiences active or viocaricus participation in its con-
struction of the dramatically “real’ world., The greater
the of an audi in this ptual task
the more the dramstic world ocreated presents to an
audience a framed image of itself, Shakespeare’s mirror
held “as’twere up %o nature; ta show ... the very age
and body of the time his form and prassure” (III, 2,
20-24). Underpinning this study is the premise that all
theatrical activity, like all other forms of cultural,
political and socip-economic activity, serves the inte—
rests of thuse who participate in it; that in =211 its
theatrical forms it is an activity by its conmunity,
cocurring  within  the  conditions existing in that
community, and for that community (2). It is distin-
guished as a particular farm of social action by its
specifically theatrieal (rather than dramatic) prectices
which involve all the features of performance - acting
in a continuous present; continuously making unstable,
incomplete meanings; and participating in conceptual
exchanges among a group.

Hence the ocunstruction of a dramatic world is only part
of the complex theatrical experience that occurs during
performance, Drapatic language has to engage itself in
the 1 tat 1 relationship between performers
and avdience as well, in order to sustain ite connection
to “real® life,

This chapter offers four theorstical perspectives from
which language usage in theatre performance may be
analysed:
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~ the  relation betwesn dramatic dialogue and
“ardinary’ speech;

- the construction of drametic reality in and through
1anguage;

- the cognitive and expressive effects of orality and
literacy in the theatre;

- and the linguistic implications of the presence of
an audience at a theatrical performance,

Because the presence of an avdisnce is a orucial dis-
tinguishing feature of theamtre performance, this section
will examime in some detail the linguistic activities an
audience engages in; the relationships oreated linguis-
tically batween performers and an audience; and finally
who or what comprises an audience, togethar with a brief
account of current methodological problems in  local
performance research,

pramatio Dislogue and “Ordinery” Speech

“Ordinary” speach is a physical emactment of ideological
patterns. Dramatic dialogue transforms “ordinary” speech
into a specifically scultural process by its theatrical
framing. But dramatic dialogue is not charscterised by a
specific range of sSpeeialist vocabulary or particular
grammatical structures, It doss not funotion as a social
register assocluted with the work or leisure activities
of & particuler speial group, ‘though it may encompass &
aumbsr ©of these. Horeover 1t does nOt appsar to be
confined to a theatrioal context alune. Energetic sxpres—
sions oosurring in an everyday context, of inddgnation,
contempt, hilarity and so on, are likely to be described
as “dramatic® or “theatrical” outbursts by a witness to
them, though not by the speakar,
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It mppears then that language usage ls percaived as dra-
matic by reference to its context. “Drama’ and “theatre”
are nut synonymous, though they do require each other to
produce theatrical performance and s dramatic text.
Popular usage ©Of the term “drama’ tends ta blur the
distinction between the two conceptas amd this is a
tendency that is encouraged by theatre practitioners
thenselvea, MNany companies are attenpting to escape the
confinement of their activities within a narrow “high
culture” category by taking their performances outeide
established theatrical  infrastructures - a theatre
butlding, advertising in  newspapers, traditional
performance times, and so on, Theatre performances may
currently be found on street corners, in shopping malls,
an spertsfields and factory flaors, in classraoms, and
even (as 1 have witnessed) in 1ifts. These locational
changes indicate a shift in perceptions of the function
of drama and 1in the reversal of hierarchieal status
between drama and theatre. Vhere drama was previcualy
seen as having a primarily literary function, and thus
found B place in departments of literaturs or written
language, 4t is emerging now ms a discipline defined by
its theatrfecal eclements, whick has mare in comnon with
history, socoiology and psychology departments,

In its emphasis on the bekavigural aspects of the human
personality and the structures that sustain relations
betwaen groups of people, performence is bscoming the
foous of research, rather than the written text. Ip
dramatic language, therefare, the act of speaking, as
against reading what has been opoken, 1is assuming a
central place in concepts of drama, With an acoompanying
shift of emphasis from ‘“drama’ to “theatre”, from
product to process, from containing the subject within
fixed definitions, to deseriding the subject in terme of
ite relations to other aspects of human experience.
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The accompanying tendency to stress the similarities
betwsen “ardinary” epeech and dramatic dialogue has
far-reaching implications in the study of theatrical
structure - genre, audience/actor relationships and
ultimately the comstruction of performance meaning -
and thus in perceptions of the functions of dramatic
language.

Deirdre Burton’s scoio-linguistic analyses (Burton,
1980) exemplify the cross-referential space in which
dramatic language functions, at the intersection of
ordinary  conversation, recmgnition of  linguistic
patterns and dramatic structure. Burton analyses works
by Pinter, identifying in them the furmal linguistic
features that allow us to recognise (accept as famii ar)
in Pinter‘s dialogue patterns of language behavicur that
oecur in everyday speech: repetitions, questions to
confirm what is already known or believed, silences thet
“beleng” to one or gther speaker, the circularity of
conversatione that serve a phatic function and so an.
She then demonstrates how the formal dramatio organi-
sation of these features, together with the theatrical
context, allow us to make different conceptual clustars
of meaning from them because of the unfamiliar cumbi-
nations that such repattarning constructs (37, “hefamil~
iarising” <4) or ‘making strange” in this way is a
coneept comman t@ literary and performance theorimts
(Jefferson, 1986; Ben Chaim, 1961; Hilton, 1967; Hawkes,
1977). It directs us conti 1y during performance to
the process of exchange between the dramatic dialogue
and “ordinary’ language vusage, rather than to either
separately, The operation of dramatic lamguage in the
thaatre provides a oritical reference bayond the drama
and continuously maintains a connaction between the dual
theatrical realities of drams and “real” lite, This
connection ia tial for the ul on
of dramatic reality,
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An audience’s ‘“reading” of the linguistic aigne in
performance 1s a complicated social linguistic and
theatrical activity. Because the signs are predominantly
aural, within a continuous present, no isplated momant
is possible, Heaning is constructed provisionally, never
completed and subject to continuous modification, not
only by the relationships within the liaguistic semiatic
system of drematic language, but by the relation of
dramatic language tp other theatrical semiotic systems
¢5), such as movement, gesture, scenic design and so om,
all of which are themselves unstable and continuouely
transforming systems. Each language action wocurs as a
response tn e prior action, as utterances are responses
to what has happened before them in ordinary conver—
sations. And each line of dramatic dialogue will change
the conditions for the next 1ine, For example, the
fajlure of &n audience to laugh at a line delivered in
the expectstion of lsvghter will affect the timing,
delivary and context of the ¥following line. For the
audience, the recognition (too late) of having missed a
laughter cue or their unwillingness %o respond with
laughter will influence their reception of the following
line.

So there can be no clean starting point for any language
action during a performance, Even the opening line of a
play 4is preceded by a series of visual and linguistic
and non-linguistic theatrical signe associated with the
sootal frameworks of entering the theatre, buying a
ticket or programme, finding the meat and so om, all of
which provide preliminary information to an audience
regarding the role that has been structured for bim and
the expectations he may reascnably have of the theat-
rical event and his relation to it and in it,
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The continuousness of performance affects the dramatic
langusge usage in other ways too, one of which is the
construction ©f dramstic cunventiops or norms, the
“habitual modes of rapresentation” (Bennett, 1986, p.
54) (6 which operate for the duration of the parfor-
mance. These conventions provide th: framewark of the
genre and involve the gradual accumulation as the
per P Wi 4 on about consistently
aperating rules that apply in the dramstic worid, They
Will include visual signe as well as linguistic devices
which are introduced during the censtruction of the
dramatic world but which function retrospectively and
progressively to give the play its logical and struc-
tural cohersmce. Linguistically such devices may be the
presentation of speech as song, or soliloguy, as asides
or direct address to the audience; or they may involve a
structural change from verse %o prose, ar vice versa.
Paralinguistic features of speech will be included -
intenation patterns, changes in volume, pace, rhythm and
stress - all of which establish whai pormu are nperating
for the purposes of the dramatic action. For example, if
all the echaracters speak in verse, verse becomes the
operating norm for ‘the pe: . and any

who speaks in prose is noticeably not conforming ta the
rules of the dramatic world, Dramatic significance is
thus marked by deviance from the dramatic norms estab-
lished within the performance,

Dramatic conventions need not necessarily oonform to
thuse operating outside the dramatic world: they may in
fact suspend the laws of the natural and social world
(as for instance in leonesco’s Rhinogeres or Brook’s
all-male production of As Yop Like I%). An audience is
thus continuously made aware of the internal consistency
of the dramatio warld and alerted tu deviance within
that world as dramatically significant. At the sams time
they are 1invited to recognise the natural and soaistal
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convention  in  which they live by

comparison with the overt constructedness of the drama’n

Where saocial conventions and dramatic

copventions appear to overlap, the cperation of familiar
assumptions intepsifies the reality of the dramatic

firms 1t as real, For instance, there is

in

¥eza Albert (Mtwa et al, 1983) that '

Morena®s ability to walk on water confirms far the

audience his dramatic reality as the returned Jesus,

The dramatic “defamillarising” referred to earlier thus
needs its counterpart - recognition of the “real” world I
- to complete the cycle Of exchange between the two :
worlds of the audience and to comstruct dramatic and {
social meaning. Dramatic language quotes its own cuntext
as part of the way in which it insists on it5 own “norma-
1ity": 1t makes itself “familiar” and thus racognisable
at the same time as it points to its theatrical framing
to demarcate 1itself as different. For example, Hawlet’s
solilogquy “To be or not to be ...~ (New Shakespeare,
1089) points to its own defamiliarisation from other
parts of the play .by its use of verse and its solila-
quising function, The norms established elsewhere in the
play (Hamlet”s prose speeches and the functional diffe- '
rence in his with and and
Guildenstern, which are made in versa) are deliberately
broken and hence the audience recognises the speech as
dramatically important, Equally this speech deviates
from the norms of cal 1 :
talking to omeself in verse is not desmed “normal”
behaviour outside the dramatic world any more than it ie
inside 1t (it contributes in the play to the other
characters” belief that be is mad, just &s it would in
the “real” world). Moreover Hamlet is the only character
wha habltually selilogquises in this particular dramstic
world o that he is perceived to be outside bath the
norms of his dramatic society and his avdlence’s. This




privileging of dramatic characters rendsra them drama~
tically iumportant and invests them with intensified
human qualities that tend t0 allow audiences to identify
with them as “real” people. Much of +he oritical writing
about Hamlet revesle this tendency to regard Homlet not
85 & dramatically constructed role but as & person (7).

The Construction of Dramatic Realit

Dramatic theorists from Aristotle to Brecht, Artaud and
Grotawski bhave recognised that the perspective from
whieh an audience inmteracts with a performance is a
determinant of the genre (structural style) and meaning
of the performance. Literary and performance thearists
alike have long debated the relationships between
reslity and theatrical illusion, empathy and disengage-
ment,  svbjectivity and objectivity (the terminology
varies, though not the oppusiticns) that produce an
audiences “understanding” of drama. The debate is by no
means resolved, but however disparate the position of
each theorist may be, there does appesr to be agreement
regarding the ecritical connection between distance and
function 4n experiential and aesthetic analyses of
drama.

Langusge 1is at the centre of the debate because 1t is
in dramatic language and the dramatic cunventions that
organise this language that the structural conventions
of drams most powerfully operate. Vords in drama scquire
the power to make things so: a character can refer to a
non-existent castle and for the purposes of the play it
exists in a particular location (which may not be
visible), He can refer to previous events, or desoribe
immediate non-visible events as they are happening and
the words alone make them “true”, They have happened,
are happening.  In ‘the theatre Vhorf‘s theoretical
assertion that language determines reality (Whorf, 1956)
ie literally trve.
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Bu'  the case is more complicated, for the reality of the
dramatic world depends too on the simultanecus continu-
ation of the reality of the participants’ actual world,
Dramatic language points only to those copditions in the
alternative dramatic world which are different from
those of “real” life. An audience’s knowledge of the
“real” world and the ways in which language operates
thers, is brought to bear on the dramatic warld. The
conventione  structuring his  experiemce there are
transferred to the dramatic world, unless the dramatic
language directe otherwise (8).

So dramatic langhage invokes the two realitims simul-
taneously, maintaining the norms of ordinary life te
direct an nudt towards ising in what these
consist and % what degrce the dramatic world is like,
and unlike, their knowledge of real conditions.

The referential functien of language (Bennett, 1986) not
only serves to maintain thcse dual perspectives within
the temporal dimensions of the present, but allows them
to operata backwards and forwards along a time axis, so
creating a dramatic past and a dramatic future parallel
to and interlocking with “ordinary” time. The visual
systems of the theatre cannot provide this retrospsctive
and anticipatory drametic actiom, as language can, for
gesture and movement are constrained within the present,
Language 1s not subje * to such constraints and thue is
a prisery means of expanding and intensifying the
dramatic world.,

Equally language expands the spatial dimensions of the
drametic world beyond what iz visible 4in the stage
space. It can surrcund the themtrical space with other
non-visible locations, providing a geography in which
the stage wpace is located. This intensifies the
dramatic reality of what is seen and the actions (verbal
and visual) that ooour in the sight and bearing of the
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the dramatic offstage reality, which
back into the uramatic space of the

audience reinforce
in turn resonates
theatre stage.

then functions as a mediatqr between these dual
fusing the effects of one into the ather, so

Language
realities,
that perceptions of each reverberate beyand the limits
of each reality. The dramatic world is “real” because
its lapguage connotes the “ordinm ry” world; perceptions
of what constitutes “Ordinary” reality are sharpened by
the alternatives the dramatic world acts out,

An  audience’s consciouvsness of this interpenetration of
similtaneous but opposing realities - their apprehension
of the petaphorie significance of performance - appears
to depend on the comparative foregrounding of dramatic
language in a performance against other theatrical
semiotic systems. Brecht and Artaud argue from opposite
ends of the theoratical spectrum regarding the relation-
the visual systems of meaning in
theatre performance, For each maintaine a different
sense of the proper relationship between andience and
performance.

ship of language to

Brecht
1970, pp. 106-128) for the use of theatrical and linguis-
performance that sharply separate
from events in everyday life,
Artaud (1877) conversely argues for the elimination of
dramatic distance through reducing the primacy of
language in theatre performance, This, be maintains, will
intensify the connections between dramatic reality and
life, and in so doing intemsify an audience’s
consciousness of extratheatrical reality.

argues, 1n his famous Verfremdungsaffekt (Bselin,

tic techniques in

theatrical performance

“real”

Both centre thelr arguments around the use of language
in the theatre and the degree of distance it inserts
between audience

actor and and between an audience’s
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relative perceptions of dramatic and ~Ordinery” reality.
The theatrical alienation devices that Brecht imtroduces
indicate bis enphasis on the amalytical distapcing
function of language,

These inelude historicising the dramatic event through
narrative tecbniques, such as monologues and direct
address to the audience, separating scenes by written
titles, songs or nawspaper style headlines that comment
on the dramatic action; the use of quotation devices to
maintain separata identities for ector and character;

and  the § tiop  of  ing istent theatrical

language conventions, ALl these serve to induce a high
degree of language cunsciousness in his audiences and
foregrovnd  the ways in which dramatic language is
functionally different from ordinary language.

Conversely Artaud directs attention away from such theat-
rical self-consciousness, which like Brecht, he sees as
a particvlar effect uf language. He favours replacing
language in the theatre with “a kind of unigque language
somewhere 1in between language and gesture® (p. 743, °
=patial poetry free from spoken language® (p. 68). But
his position is not so extreme ms to propose that langua-~
ge should vanisb altogether from theatre perfurmance, He
cencedes: “There 1is no question af abolishing spesch in
theatre, but of changing its intended purpase, especial-
1y to lessen its status” (p. 53).

Wrat this debate suggests im that language and its use
in  the theatre is =& powerful determinant of the
relations between audience and performer im its capacity
to enlarge or diminish symbolic distance between them.
Where the cognitive aspects of language are foraegrounded
in its theatrical usage, the distance betwesn audience
and performer is greater; whers the expressive function
is foregrounded empathetic respomses diminish the meta-
phoric distance between audience and actor, actor and
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charecter. Betwsen these twn extremes though, dramatic
language may be maid to exert considerable influence on
the kind and quality of the theatrical relationships
cceurring in a theatre performance. The theatrical
function ©f a performance 1s powerfully influenced by
the ways in whieh the language of the performance is
constructed and used.

Orality and Litersoy in the Theatrs

possible to 1identify two kinde of language codes in
whick an audience member receives part of his theatrical
understanding. These are =poken langusge and literary

In language as 1% mperates in theatre performance, it is g

language.

“Reading” the language of a performance “text’ involves '
both oral and literate cognition, Orality provides the
spectator with the means of entering into dramatic
reality and thus engaging directly and empathetizally
with the sensorily apprehended experience of immediate
events, .

Literscy invokes a different kind of cognitive actiom,
invalving the processing of sSuch experience into §
formalised abstracted spatio-temporal pattarns which N
permit reflsetion about the representativensse of the

action, with a resulting capacity te expand the frame of

reference beyond the immediate context nf the dramatic

experience. It also Dpens the spectator to the possibi-

1ity of recognising drematic structures gs organisatlons

of experience, and sO pakes itv possible for him to make

genre distinctions beyond ‘“he immediate constraints of

the temporal prasent. The contextuality of specific

theatrical events can in this way be widened to

acoommedate a histerical and generic contextuality.
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Walter J. Ong’s illuminating study of the oultural
affects of the shift from orality to literacy (Ung,
1982) offers an analysia of the characteriatios of each,
which seems pertinent here. For determining what kind of
perception an audience member wmay have and how bhe may
make his meaning, Seems to involve the question of the
degree to which theatrical performance engages oral mnd
literate thought.

Ong defines the difference between orality and literacy
as primarily to do with perceptions of time and space,
He suggests that the evanescence of sound (in the spoken
wardy “totally resists a holding action, stabilisation”
¢p. 32). W¥ritten language, on thbe other band, “favours

immobility”. So  spoken la- ' .%e ocharacteristically
develaps features tdbat take a .t of this dynamism -
“either the ume pf devices such -monics or farmulae

to aseist memory and recall, or af physical sensations
(gesture particularly) - by incorparating such featurss
into its utterances as part of its semantic function,®
¢p. 82>

The effectse of 1literacy on cognition have basn identi~
fied and described by Whorf, Guody and Others (NeFeill,
1087, pp. 173-198). Derrick de Kerckhove (1087) in parti-
cular offers a dense ng for dif

betwsen oral and literate cognition. “Literacy” he main-
tains “brings on a psycholpgical revolution® (p. 23
because it separates the knower from the known® (p. 9.
He supporte hie argument with neurological and ansto-
mical evidence and go=s on to suggest that “early Oreek
tragedy was no more than a sophisticated system of
tension management to pacify an edgy audisnce subjected
to rapld social chasge brought on by the advent of
ldteracy” (p. 13,

Like Ong, he identifies percaptions of time and space as
the critical aress in which changa is registered in the
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movement from  erality to literacy. “In a oulture
experiencing the environmenmtal growth of literacy, the
change ©of perceptual priorities would require scme
training, sueh as was provided ideally by the theatre”
¢p. 11>, because theatre provides s model for “visual
cpace” and “linear time®,

These two concepte require a@ome explanation. “Linear
time* here refers to the sequencing propertiss of
written language as distinct from the contextual (or
space-referential)  properties of oral epesch, The
concept of linear time thus expands rather than cont-
racts contextuality, makipg the past available Zfor
incorperatian into the present. It is thus poasible to
discriminate degrees of experiential differsnce and
similarity along a time axis, so that past experience is
released 1into present action. 1a this way the ocontext of
the present is itself intensified.

Visual space refers te the relation betwsen cognitive
organisations and their nanifestation in the spatial
organisstions in a theatre, De Kerckhuve argues that
literscy involves the restructuring of ~our principal
cognitive strategiea® (p. 8> whereby “even when we are
confronted with oral speech, we impose a logical grid on
the verbal econtent ... We read other pecpla‘s words
rather than hear their voices” (p. 4).

The analytical and oynthesising properties of language
ara expressed 1iu the theatre in the spatial divisions
and arrangements of the theatre space - including both
the theatrical apd the dramatio space. Thus bath
literate and oral cognition meet in the theatre, and the
tension between the two iz expressed in the wultiple
dimensions of themtriosl and dramatic time and space.

Theatre becemes a model for visual space and linear time
beoause it offers a physical stags space analogous %o

e cosmeran Gt —.




mental wpace conceived in this way, in which images ars
processed sequentially through the organisation of plot
and  action. Morepver, symbolic action, which is a
femture of oral language, oceurs in the theatre in a
physical space separate from the Bpectators, so that
“watching someone elee speak in a formal setting auch ae
the stage teaches the spectator to separate the
symbalical content of the speech fram its physical
manifestation” <(pp, 7-8>. This allaows for contemplation
as well as (limited) physical participation, and
according to de Kerckhove, promotes “tbres-dimensional
over two-dimensional representations of space in our
mental space’ (p. 103,

Thie gives theatre “the position of belng a “half-way
bouse” betwaen the exclusively oral and the fully
literate peychology ‘(p. 11) in that meaning emergss from
the symbolic action mnd the physicality of oral spesch,
in a formsl spstial orgapisation characterised by foova,
depth of field, and distance of the perceiver from the
perceived, The kind of meaning available from this
expsrience 1is integrated by a new consolousness in the
spectator of causel relationships (evolved through
coneepts of linear time); of cognitive mbstraction from
conerete  manifestations; of perspective,  through
physical distanoing; end of “viswal access to meanings
previously committed to an aural constraint® (p. 12>,

The Role (93 gf an Audi in a Performance

During & performance the actors speak s himself, as a
representativa of the author and as an  autonomous
character in the dramatic world. He is simultansously
playing a soctal role (as a speiml being in a public
exchange) a material representation of authorial and/or
direstorial intention and & character in role. None of
these roles is hidden from an sudience; all are
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accessible ta an audience continuously, though ope or
ather is likely to be more at particular
momente during the perfarmance.

praminent

A  theatricay and dramatic centract exists between

audience and player which consists in each sccepting the
material presence of the other throughout the perfor—
mance, Only in this way ocan the interpenetration of

reality be sustained. An audience
does not forget, ignore or suspend their awareness of
the because Of the dramatic character; his
physical presence inscribes the chara ‘er with a sootal
as well as dramatic presence. The audience is thus able
to respond im varying degress to any or all of these
from a variety of sudience roles. Thia accounts

extraordinary range of responses that a perfar-

dramatic and scclal

actar

roles,
for the
mence ean produce among its audiences,

dramatic role and actusl material
peeurs in an audience as well, Each member of
an avdience will aseign to himself a particular kind of
participatory role according to the degree to which he
is prepared to respond to any of the actor’s roles, His

This conjunc: om  of
presence

responsivensss will depend largely on his expectations
regarding the function of the performance, He may see
B role as “ene of a partioular soeial growp” - of
friends, of work collesgues, of first-nighters, of
theatre cognoscenti, of fun-lovers, or of serious
students. The possibilities are endless. But whatever

self-defined role
sel? in relaticn to the whole performance event,
each of the elements within the theatrsoal struciures.

he adopts depends on how he sees him~
and tao

is one of the semiotic ays.win in the whole
perfurmance systems, but its relationship to

An  audience
network  nf

other elaments is marked by greater independence than,
say, the visual or language systems, though at the same
h time, all the memiotic systems of the drams raquire the
1
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presence of the audiemce to transform them inta a theat-
rical event. An audience performs a mediating function
among all the other elements out of which theatrical
performance emerge; their presence is thus a central
focus, yet in a sense the audience suands outeide the
whole construct.

The natwork of social, theatrical and dramatic strua-
tures which surround an audisnce collactively operate
within the composite elements of individval members af
that eudience too. Bach awvdience wember, like each
actor, may respond to the svent in “private’ non-
collective ways. His soeial rale doss not exclude areas
of personal thought, feeling and behaviour, These will
be incarp 4 into the of relationships, Any
actor is familiar with the solitary laugher in an
audience whose effect on audience and performers alike
substantially alters attitudes to the play, His response
may induce an ad 1ib response from a confident actor, ar
shift the focus away from the dramatic evemts on the
stage to the social relations within the audience,

Where an aotor has personal habitual mabneriems of
speech or gesture an audiende is likely ta atiribute
these to dramatic character, Bqually, personal linguia~
tic connotationa by an audience member are likely to be
dramaticelly contewtualised, ao that his recogmition of
an actor’e speech patterns as “sa like Aunt Mabel” will
be “read” as a deliberate formal dramatic device const-
ructad by the p r to te the s
dramatic reality by referring it to detailed selection
from everyday reality (10).

Marco de Mariniz (1987) identifies two mspects of the
relationship between the avdience and the whole perfor-
mance: “the manipulation of the audience by the perfor~
mance” and “an aotive co-operation by the speotator im
the performance” (pp, 101~102), both of which neour
simuitanesusly.
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The first relationship arises from the directorial
strategies which organise the semiotic systems in order
to “induce in each spectator a ramge of definitive
transformations, both  intellectual  (cognitive) and
affective <¢ideas, beliefs, emotigns, fantasies, values,
ete.)* (p. 102;, In other words, the director procssees
a fairly stable a priori product with which an audience
can engage.

The second relationship emerges from thie initial
process. De Marinis expresses the process in terms of
Greimas”  thearatical distinctions of “making-done”
tfaire-faired  and ‘“uaking-helieved”  (faire-croire)
rather than “making~known’ (faire-savoir) (p, 106),

These are important distinetions to meke for they invol-
ve a recugnition of three kinds of active participation
in the relatiocnship between audience end perfarmance.

First, “making” recognises performance as continuously
present and incomplete in itself. An sudience is neces~
eary before a performance oan be sald to be existing.
Sn  the audience is !oth a component in the pracess and a
recipieat f the product,

Second, the idea of “falre-faire’ introduses the conocept
of action in both & dramatic and & fheatricel context le
the “doing” i® not eolely a femture nf the actors. The

perfor engages the audi in some kind of “deisg”
as well as and as a result of the performance’s uwn
“doing’. The audience’s “doing® oconsists of making

meaning Gout of the signe of meaning that the performance
is construoting. But because the @igns may relesse
meanings other +than those predetermined and consoiouely
canstructed by the performers during rebesrsal and
presentation, mesning cannot finally be contrclled ar
prodeternined by the performers. Both performers and
audience may discover other kinds of meaning during
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performance because 0f the audience’s presenc
action.

Finally, 1in “faire-croire’ there is a racognition that
the activity of theatre reaches beyond itself. The

effects of theatre performance extend into the ideo

logicel structures of nan-theatrical belief. I[denlogical .
patterns Of bebaviour which ordimarily are not perceived

as being patterned by cultural, palitical and econumic '
conditions may he presented for attention in the

theatrs. Vhat may be held to be mormal or “natural’ inm

everyday life may be recognised as socially constructed

becauge it is contextvalised within the theatre-s
artificially comstructed belief systsm, a system an !
audience knowingly consents to believe 1in when they

agree to believe in the dramatic world. Am avdience

member 18 d{nvited, by witnessing the process of const- v

ructing and enpuoting belief in the theatre, to see that

ordinary behaviour is constructed in the sams way, Tie

more he subscribes to temporary dramatic belief during a

performance, the graater the opportunity far him ta

recognise his extra-theatrical beliefs as “made belief”.

For instance, 1f an audience member finds a performance .
of Gophiatows very “real” and belisveble, he is likely »
to be mbore cemvinced of the “truth’ of the beliefs of

the dramatic characters. 1f these bellefs are different

from those he holds outside the theatre, he will need o

account far the differences. He can do this by accepting

both as “true” (belie 4) 1in the same terms. Hence by
recognising his bellefs as beliefs, he ocan if he

chooses, continue to assert them, or transform them. If

nowever, he doss not willingly suspend bis disbelief in

the dramatic world, he is unlikely to make a cannection

between himself and the performance, or between the

theatrical psrformance and his “natural® social relation-

ships.
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¥hat 1is clear from these distinctions is that theatrical
and dramstic reality is crucial to the functicning of
theatre and that this reality depends profoundly for its
and audience, and their

on on bath
relationsbip.

1f this relationship is to be successful, a degree af
competence im required from both the performers and the
The construction of dramatic reality relies on
skills of the actors and the reception
siills of the audience. And 1like language competence
(11>, performance competence {s culturally and ideala-
gically determined. An audi ‘s p ists in
thefr =ability to respond +to multiple and simultaneous
signs and to construct among these often
contredictory signs.  The they
will uitimately determine
identity of the perfarmance for them. So an
audience’s function can be described as an integrating
and synthesising one. As de Marinis has noted:

avdiencs.
the performance

connections
conceptual
the “meaning” and

patteras
construct
thus  the

In the case of theatrical parformance there
is no doubt that the sensory faculties of the
perceiving subject are called on to sustain
an  effort, which for both gquantity and
quality, thers 1is po equivalent in any other
artistic fiald (p, 106).

¥ho or what is an audience?

I have
involves thr

argued that the concept of theatre performance
tmmitanecus interaction of three elemants:

- actions and an audience. The compo-
audience is thus extremaly important in
meaning of a performance and in describing

performers,
sitipn of an
creating the

wbat s performance might be. But determining who ar what
comprises an audience is no easy matter and it im made
more difficult Dy the paucity of research undertaken in
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Wnat is clear from these distinctions is that theatrical
and dramatic reality is ocrucial to the functioning of
theatre and that this reality depends profoundly for its

on on both p and audience, and their
relationship.
1f this relationship is to be ul, a degree of

competence is reguired from both the performers and the
audience, The construction of dramatic reality relies on
the performance skills of the actors and the reception
skills of the sudience. And like language competence
(11>, performance competence {s culturally and idecla-
gloally determined. An audience”s competence consists in
their ability to respond +to multiple and simullaneous
signs and ta construct connections among these aften
contradictory eigns. The conceptual patterns they
construct will ultimstely determine the “meaning” and
thue the identity of the parfarmamce for them SO an
audience’s function can be described am an integrating
and synthesising one. As de Marinis has noted:

In the case of theatrical performance there
is no doubt that the sensory faculties of the
perceiving subject #re called on to sustain
a2 effort, which for both quantity and
quality, there 1is no equivalent in any other
artistic field (p, 106).

¥ho or what is an andience’

1 bave argued that the concept of theatre performance
invelves the simultanecus interaction of three elements:
performers, their actions and an audience. The compo-
sitien ©f an audience is thus extremely important in
creating the meaning of a performance and in describing
what & performance might be, But determining who or what
comprises an audience is no easy matter and it is made
more difficult by the paucity of research undertaken in
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this
about audiences.

ares and subsequent lack of empirical evidence

Theoretically an mudisnce may be seen to coneist ofs

- a collection of individuals;

- & social formation; and

- & semiotic system interacting within the theatrical
structure with other semiotic systems.

The notion of individuality certainly plays a part in
the formation of a collactive unit called audience. As [
have indicated previously the possibilities of private,
1d14 atic Dt are q 1y evident in an
audience member during a performance, Individual action
and reaction is accommodated withim the flexible
relations that sustain any particular performance, But
theatre 1s primarily a public and therefors socialised
event. It cannot be created solely by an individual. An
auvdience member is not iz the same relaticn to a play in
perfarmance s a readsr is to a play text, a novel or a
poem.  Litersry reception theory (Holub, 1984) and
reader-response theory (Freund, 1987) is anly of limited
applicability tao the relation between an audience member
and the whole theatra event, because of the primary
facus of these theories on the solitary reader.

Seciclogical theories provide a wore useful approach, in
that thay place the individual in a context of relatien-
2l structures between himself and other individuala
(Hudson, 1980>, And these relations produse changes and
wodifications within the participating parties. The
construction of a group in these terms implies that the
characteristics of a group are pot necessarily those of
its individual elements.

Canetti’s analysis of crowds (1062), their formation,
actions and disintegration, appears to bear some
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conpection to the ad hoc gathering of a theatre mudience
for a form of collective action and its eventual disper-
sal. Actore appear to function very much as Canetti’s
“crowd crystals” do (p. 85). And there is a distinot
parallel between the theatrical concept of Aristotle’s
“catharsis®  (Aristotle, 1040; 1961) and Canetti’s
~diseharge” (p. 83). But such similarities do not extend
into more finely discriminated areas, in spite of the
superficial analogy. The identity, function and action
of an avdience in 8 theatre is not sabisfactorily
accounted for by reference 4o Canetti’s crowd theory.
Indeed, Gametti himself sees theatre audiences as only
merginally constructed as crowds. He demcribes theatre
audiences as “stagnant orowds of a much more passive
¥ind” (p. 40) than those at sports meetings, raligious
gatherings and public exeoutions (sis). The only other
crawds which rank for him as more passive than theatre
avdiences are oconcert orowds (orchestral, not rock ar
pop,

What {is interesting about his analysis is his account of
the factars which prevent erowd formation in a theatre
auditorium the fixity of the theatrical conditions of
performance; the persistent awarenses of individuality
in members of an audience; and the substitwiion of the
actors” voices for a collective audience voice. All
these point to the constraints that do exist on the
theatrical relationships in a performance. An mudience
is free to respond spontaneously to any elements of that
performanee, but such spontaneity 1is directed by the
predetermined conditione of the rebearsal process. The
callective will of an audience may be expressed during a
performance but will not (usually) alter the outcame of
the - dramatio action. There are exceptions thought
children”s theatre is often partially exempted from
these conditions of restraint. Actora will invite
audience suggestions as to what to do next, though
unless the suggestions correspond to previously planned
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outcomes, only the bpldest actor will act upan them.
Actors tend to be fearful of the “loss of comtrol” it
may produce (though whether theirs or the audience’s is
never made clear). Perhaps their wariness is indicntive
of the fine balance that needs ta be found im perfor-
nance between spontansous bebaviour and formal dramatic
structure.

Other sociological definitions of audliences imply that
an audience is & group with partioular identifiable
characteristics deriving from quantitative measures such
as ege, sex, education, geographical location, economic
status and so on. This is more useful, but again there
are difficulties. For .uch definitions assume there is =
collective purpose that binds all the members togsther
and this may we.. nut be =0, A sosially umifarm group
suggests uniformity of circumstance, eonformity of
purpose and parity of ideqlogical perspective amang the
members Of a group - & perception of themselves am &
group. In some ways this may be satlsfactory: an audien—
ce ia in the same place at the same time, witnessing the
same event from more or less the Same perspective.
(Theatrical forms of presentation such as theatre-in-
the-round and other alternatives to proscenium arch
forns ot this > Audi rembers can
generally be said to share the same purpose, “to g0 to
this production tonight’, but the commonness of purpose
does not extend very far, Individual members may go “to
celebrate’, “to study”, “to be entertained”, “to be seen
there” or for any number of reasans. These way Wwell not
be explicitly expressed, least of all in a research

survey.

Equally 1t is likely an audience will shars something of
@ similar ideciogical perspective; “it is more important
to be at this theatre tonight tham to...”. But precise
differences in value systems are unlikely to be
revealed, It is at this psint, where the specificities
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of particularity ‘that aociologicoal mathods will
tend to break down under the sheer number of variables
that need ta be accommodated.

anter,

Angther inhibiting factaor a sociological method of
identifying that the composition of an
for the same production on successive evenings
is likely to vary to & more or less significant degree

depending on other sets of variables beyand the sirictly
theatrical conditions; factars such as the weather

family and social accasions, other cultural events euch
as televimion ne pelitieal sports

to

an audience i=m

audiance

events
aconom
event,

ar
e £
or

soeial
actors,

disturbances

well

@s variable

4 theatre production is not only an

even a sequential series of a repeated event

Theatre practitionars

(including audiences) ecknaowledge

the

per

of

a

on,

continugus changes in conditions between stocessive

4ctors dread secand

P
audiences find a special value in the experience
nights; nanagements charge different admicsioa

nights;
of first

prices

for

differant

nights

af the week and recognise

contractually  the

need

to

re-rehearse

or replace

perfarmers at specific times during an extended Tun.

is

and a

S any production
process  during tha
Its stability s a
under pressure from the
uncompletedness that
of iteelf,

course
cultural

both a nightly product
of its public presentation
artefact is cantinuawely
instability, evamsscence and

it enacts in its continuous making

But while all these factors appear tu fragment audiences
inte unasaimileble units, there are factors that uperate
to aseemble an audience witiir a prinoiple cf vnity

Some uf these are found in tis pre-production elements

of the
rehsarsal

performance process,

The

initial planning and

of

a

an

stages

praduction

antieipate

audience’s presence. The detailed preparation of design

e ettt
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lighting, ecostume, sound effects and actors” perfora-
ances, &s well as the dramatic structure of the play,
are all dirscted towards presenting a cuherent and
multi-faceted experismes for an audience. Directorial
choices are made sssentially for +the anticipeted
avdience, on its bebalf, Even in its absence an audience
impinges on the processes that lead up to presentation.
It is the audience, finally, thet provides the perform-
ance with its impetus, its purpose and its identity.

The neeg for lgcel enpirigal audience ressarch

The ad hec constitution of an audience mekes it extra-
ordimarily impervious to analysis based on a fiwed
theoretical model. Because theatre-going i€ a cultural
activity tbet occupies leisure hours it is more flexible
and less subject to infra-structural constrainte than
those activitlies mesociated with the work-place. Nor
does it formalise ite audience’s activities in the same
way tbat other saeial leleure activities do - ohurch or
sport attendance, for example. Hembership of a formally
constituted club, society or organisation is not a
prerequisite for theatregaing generally, nor is there
sny compuleion to attend regularly (except perhaps among
students), The informal and apparently unstructured
composition ©f an eudience limits the effectiveness of
seciological methods of identifying and enalysing an
audience,

The diffi.ultles 4n current South African research of
this kind are pragmatic as well as theoretiosl. Evidence
from such acciologicsl surveys of lucal audiences as
exizt is scant, What thers is,to0 specifically tied %o
particular theatre institutions to serve ms A general
model with wide applicability, At the same time the
peasurements are too few and categorically too wide to
yield enough specific information to give a profile of a

- A
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gemeric  “South  African audience’, Much more data-
gathering will have to be done before mocinlogists can
significantly assist the performance theorist.

Hauptflaisch (1980) has contributed some assistance with
s preliminary survey of PACT audiences, He has
provided a profile of Pretoria and Johannesburg PAGT
audiences basad on the categeries of age, oocupation and
educational status (1), The results are interesting,
but cannot be applied with any relimbility to, say, the
Herket Theatre audiences, Until further similar work is
done on budiences attending other theatrical institut-
iens, theoretical work remsine largely speculative.

1 do not believe, though, that it is premature to engage
in  such theoretical work. Approaching performance
through focusaing on & theoretical or “ideal” audience
ean assist the search for data abnut actual sudiences,
for neither approach ia eelf-sufficient, Empirical
studies are open to a number of criticisms which &
thearatical approach oan help to counter. Une of these
oriticiems is that empirical approaches {n ocultural
atudies temd to “prove’ what is not in doubt and that
thay raise more questions at the theoretical and
methodological level than they amswer. As Holub (1984)
points out

the majority of questions that matter in
literary echolarshlp cannot be proved by
smpirical methoda - or if they could be
“proved”,  thay would already have besn
noticed by parceptive students of literature
without the statistical detail (p. 40),

There 1s alsa the danger, that Steadman (1985) meatly
potuts out, of

iinding what one is losking for rather than
lusking for what might be found (pvi).
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Statistical ovidence can and does produce useful infor-
mation of a particular kind about an avdience, but it
cannot  provide  information about the unscoialised
aspects of audisnces, and this is likely ta influence
udi to a iderable extent. Bmpirical
evidence must not be taken for more than it actually is,
any more than it can be dismissed as valueless| nor must
it part be nistakem for the whule in perfarmance
research. While empirical researoh remains important,
there is little to be gained in walting for such surveys
to bacome aveilable, for they are likely to confirm
apeculative theory, Where this takes scogunt of socio-
aconomie, cultural and political conditions.

Summary

In this chapter ! have examined the concept of audience
fram a nusber of perspectives. | have tried to establish
ways of identifying who an audience might be; what
activity an audience engagee in when attending a perfor-
mance; what kinds of relationships way be establisbed
betwsen eudience and = performance; in what ways
langusge is 1avolved in the establishment and processes
of wuch relationships;  and how language usage in the
theatre may be regarded as n priwary eystem for making
and trancforning meaning,

In this ohapter I have endeavaured to provide a frame-
work for eubsequent analysis of specifioc plays. The
framevork bas as its key reference points!

1. th. notion that theatrical perfurmance raquires the
pressnce of an audience; and that neither s written
Jlay text nor a production can be examined satis-
tnciorily without refersnce to an audiance, where
pe: :armance is the subject of the study}
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the notion that an audience includes a consideration
of an audlence as “a crowd“, as “a social group® and
as “individual members wf a group’i

that language in theatrical performance is a crucial
means of making and transforming neaning, both with-
in a performance text and among the participants in
dramatic and theatrical action;

that orality and literacy produce different kinds of
cognition and contribute in different ways to the
making of cultural meaning in Soutb African perfar-
mances in BEnglish.
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CHAPTER 2: NOTES

L. foal proposes a changed relationship hetween actor 5
and audiense in this kind of theatrs:

it is to ise (the sp 2,
to restore to him his capacity of mction in

all its fullpess. He, too must be & subject,

actor on an equal plane with those .

generally accepted as actors, who must also

be spectators, All these experiments of &

pecple‘s theatre have the eame objective -

the l{beratian of the spectator (p, 155).

2. This echoes Stevs Gmoch who desoribes “& theatre
which can address the whole of the community on
matters which concern tbe whole of the community” .
‘p. &7). Locally Hilary Blecher sees the functian of
theatre in similar terms

for the dissemination of new ocultural and
political  concepts .. ta provide the
individual  with insighte into the actual
conditions of his life snd the enviromment in
which he finds himself (p. 28)

3. cof Particularly Chapter 8:
drama  data can force the analyst to reexamine .
bia taken for granted assumptions and
provekes powerful &nd fascinating insighte

nte 1 2

int,
(p 116,

4. This concept was first used by the Russian
Pormalists, Derrida’s concept of “differance’ has

much in cammon with 1t.

- ¥ - 5, Contemporary theory of theatre semiotics ean ba
. i found in the work of Pavis (1980; 1982; 1985)
Resenatt-McGuire  (1980;  108%) and Rlam (1980,

Schmid et al (1984).




57

6. This phrase iz used to describe the way in which
language constructs a  perticular reality and
simultanecusly presents this as reality itself.

7. For example: “1f we may assume that Shakespeare had
not read Sophocles - and that Hamlet had not read
nim, at Vittenburg, behind Shakespeare’s back...” .
(Kitto, HDF, 1970, p. 153).

®

“The spectator assumes that the represented world,
unless otherwise indicated, will ubey the logical
apd physical laws of his own world”. (Blsm, 1980, p.
104,

9. For accounts of role , lay theory of Courtenay (1974)
and Goffman (1969). 5

10. A good example of the blurring between actor and
dramatic character is given in a review of “Road to
Mecca® by Heliam (1984):

Lowls van Niekerk gives his interpretation of
Dominie Bylaveld a hesitancy of speech which

made wonder whether he was entirely .
comfertable in the part or whether he was

portraying a character who is given more to
action than warde.

11, The notion ©0f language competence was first pro- .
pounded by Chomsky (19723, B

12, of Appendix A,
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CHAPTER 3: THE WESSA 1N RELATION TQ ENGLISH I¥ SOUTH
AFRIGA

To talk language is to talk politicsi to talk
about the past twenty-five years of English
in South Africa is to taik about the present;
and to taelk about the presemt 1s to talk
ubout a future South Africa.

{Cardiner, 1986)

In examining contemporary South African drama 1t is
necessary to establlsh who is writing and performing in
English, for whom and why. This involves questions as to
now English is perceived by the VESSA, as well as by
other  language-determined groups in a multilingual
cantext. The historical basis for such perceptions also
needs to be taken inta account.

Language, particularly langvage in drama, provides a
central site for enacting tbe socio-political, cultural
and economic pawer relations in » society, for it is
largely in language that we identify ourselves, our
values and our ideolegical world view; and, moreover,
articulate these relationships publicly. Drama is a
cultural form particularly semsitive to rendering such
subtle and delicate negotiations of perception, The task
of the performance critic as Styan (1987) perceives it
is a painstaking one of
think(ing) like the author, the actor, and
the audience, for at such moments all three
parties +to the play are in conjunction and he
must take in ths whole of the potential
theatre event and embrace every thoughtful
«nd sensory sign and indication in order to
arrive ut what is going on between the stage
and its avdience, (p, 12)

This view eeems particularly pertinent as a model to
related disciplines which share an interest in the
contemporary  cultural life of tbelr soeiety, For
participation is the central focus of drama and the
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ties ©0f multiple perception inhere in the

process of theatrical production, Performance criticism
is pre-emimently to do with registering microcosmically
the operationa of the soclety within which performance
ceours. The field of performance criticism cannat
therefore  exclude those forces
aperating on the saciety at large,

consideratipns  af

In the fol
way in wh
groups  af

lowing sections then, I propose to esamine the
ich English is perceived as functioning by twn
South African English speakers, viz VESSA and

ALS.
ident
estab.
been
1dent
of 1

I have chosen this approach because in this way the
ity of the perceiver becomes a crucial factor in
lishing the effects of Bnglish usage. If, as has

suggested, the VESSA is currently suffering a growp
ity erisis, it may be possible within the paradigms
his study to infer the likely future relations of
in South Africa, as evidenced ia

the VESSA to English
y theatrical p
English is the subject of an

in English,

intense debate (13

currently occupying WESSA academics and sducatipmalists

conce
Afrie;
quest.
Engli
deter
5 se
of 1
sense
hands

rning the function and role of Emglish in South
a now and in the future, For the WESSA the central
ion in the debate appeara to be to whom does
sh  “belong”; in whom does avtbority rest to
nine standards of usage? This gquestion bas induced
nee of crisis, irvolving tbe WESSA in an acute sense
oss of identity which is intimately comnected to his

that the control of English is slipping owt of his

English as a Local Lingua Franca

Aceor

ding to the 1980 census (Lanham & KacDonald, 1879}

Bnglish 1is the home language of 2,818,640 South Africans

ot

WESSAs,

of @ total of 24,886,020. Of these 763,220 are

Epglish 1is the dominant home language in anly
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three dictricts in tha country, viz the Gape Peninsula,
the Durban-Pietermaritzburg area and the Vitwatersrand.
In all districts in South Africa less than 7.5% of the
population has English as ite home language. In
contrast, Emglish as a second language is widespread:
Schuring”s repart (1979) demonstrates statistically that
“English ts far mare popular than Afrikaans® (p. 60)
among Black language speakers; Hauptfleisch (1983) shows
“that the Afrikaner has a greater predilectin for
spesking 12" (p. 60) and ‘a greater preference for
English &s 2 medium of communication” (p. 61). In a
small sample, 49 ov% of 52 shifts in langusge oecurred
fram Afrikeens to English and as Hauptfleisch points
out, “language shift is accompanied by cultural shift in
almost 70% of cases”™ (p. 61).

In this context the WESSA is or*~rumbered by those who

speak English byt do not cate .« themselves nor are
categorised as VESSAs. The VESS ption of Boglish
in relation to himself is thi J to be extremely
ambivalent, The popularity of .uglish among other

language groups gives him an elite status locally, in
that “his® is the language that Otbers aspire tn. But
these popular aspirations are directed towards contact
with British end American culture, the VESSA"s relation
to which 1is only nmarginally oloser than thelrs. His
ralation, 1ike theirs, is post-colonial. He may have
greater familiarity with these cultures, yet neither
locally por internationally do second language speakers
depend on bim for their contact with these cultures.
Because English serves ae a means of commnication among
other language groups in South Africa and not simply
between himself and them, ha finds he bas progressivaly
lsas claim on Englisk as beitonging to bim. His cultural
histary, insofar as he identifies himeelf with the
cultural traditions of English, is available, without
nediation through him to any second language speaker of
English. He therefore perceives English as functioning,




growing and changing in South Africa independently of
bis intervention or control. He is in a sense relegated
to the sidelines of what used to be his territary

Language, as 1 have indicated, is one of the primary
meane of supplying a perscnal and socisl identity. In
Seuth Africa, community identity is exclusively dater-—
mined and legislated by concepts nf race and language
The VESSA then faces a future where he can no longer
claim an exclusive tdentity ae “English-speaking”, for
this is already in the process of being aseimilated into
a larger group of many speakers of English whose
cultural bistary is nat English. The availability of the
WESSAs oultural bistory to all speakers of English
effectively undercuts his proprietary claime %o his
culture, the possession of which is ton widespread to
denote the particularity of his geographical situatian
ar of his perceptions of his ocultural and political
place in the society 4in which he lives, The VESSA's
sense of an identity crisis arises from these condi-
tions, In a postvcolonial eocisty such as South Africa,
the oolonial history of the conguerars proved to ba B
double-edged sword. And it is to this history one must
tuen to find the present position of the WESSA and his
perceptions ©f his present and future relations to
English.

COLONIAL HISTORY OF ENGLISH (2>

The colonieation of South Africa by Britain, which began
with the arrival of the 1820 Settlers and ended with the
declaration of the Republic of South Africa im 1061, is
charactertsed by the oreation of industrial and commer-
otal educational and class structures gaveloped from the
economie needs of Britain and suwstained by a philosophy
derived from these needs
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1. Industry apd Commerce

The need for sourcea of raw material arcse as Britain
Geveloped industrially. Growing urban populatimns, the
smergence of a commercial middle class who owned the
means of production, and the growing consumerisation of
the working class, neant that Britain needed viable
sconomic relations with pre-industrial cuuntries to
provi¢s a market, a damicile for some of the population,
and ¢ Jjunior trade partner. In these relations it was
imperative that Britain should retain control in order
to satisfy her needs with minimal pressure to take
account of her partner’s nesds, The undeveloped
countries of Africa were ideal for these purposes. So
the colonisation process began, Subsidised emtgration
schemes meant that the first significant graup of
British settlers in South Africa were urban working or
lower middle class. Their arrival past-dated the Duteh
Settlers who were numerically stronger but priparily
formers. The pattern for English dominance iz vrban
areas and Afrikaans dominunce 1ir rural areas was thus
established early on and has remained largsly intact
today (given the general trend of i-creasing urbanisat-
ion across the board). Britain"s po itical and military
control of the Cape Colony and Natal emabled English to
become Zfirmly entrenched quite rapidly. In 1822 English
was proclaimed the only offictal lapjuage of the Gape
Colony. Britteh determination to maintain its political
control of the territory was expressed in its language
polictes, which ensured that <4he public spheres Of
activity - education, business, law and entertainment -
were dominated by the English language. Dutch resismtance
was effectively contained in the home and permitted in
religiovs matters.

The discovery of diamonds and mubsequently gold intensi-
fied and extended thiec daminance through the influx of
Uitlanders into the Tranevaal, many of whom were urban

=y
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British; the switt development of mining towns; the
investing of Britisd capital, as well ms that derived
from the dlamond fields in the gold mining companies;
and the building of the Cape and Natal railways to
British controlied harbours. All these factors emtren-
ched English as the common means of communicetion among
the different Buropean language groups. The fierce
individvalism of the Duteh Trekker groups, their
numerical weskness in tbe face Of the inoressing number
of immigrants, and their dependence on agriculture as
the means of subsistence meant that, emotionally intense
though their resistance was, economically they had few
means to make such resimtance effsctive. The Secwnd
Anglo-Boer War illustrates just how unequal the power
relations between Dutch and English language groups had
become, The bitterness that remeine as a result of it
indicates just bhow powerfully lamguage pravided (and
cantinues to pravide’ a primary means of identificatien.
In South Africa, at least, 1t can be justifiably mtated
that “lapguage is an intensely sens tive political
issue’ (Hauptfleisch and Steadman, 1987, p, 8.

During the pericd of British domination, then, English
wes the langusge of industrial and commercial exchange.
Dutch was the language of resistance.

Vith the development of the mining industry, South
Africa moved from an agricultural soconamy towards a
fully capitalist economy. Te provide  minerals far
Britain, the demand for chemp urban labour grew. This
was effectively supplied by the indigenous pecpies.
They ware brought 4into urban labour relatione through
the coereive lagislation of tex laws und the infanous
migrant labour and contract labour practices.

But the grawth of the mines brought oummercial interests
inta play more strongly! the need for artisans, craits-
men, oclerks and small service factories hecame evident,
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British; the swift development of mining tawns| the
investing of British ocapital, as well as that derived
from the diamond fields 4n the gold mining companies;
ard the bullding of the Cape and Natal railways to
British econtrolled harbours. ALl these factars entrem—
ched English as the common memns of commupication amang
the different European Janguage groups. The fiexce
individualism ©f the Dutch Trekker groups, their
numerical weekness 1in the face of the increasing number
of immigrants, and their dependence on agriculture as
the meanz of subsistence meant that, emoticmally intense
though their resistance was, economically they bad few
msans to make such resistance effective, The Second
Anglo-Boer Var illustrates just how unequal the power
relations between Dutch and Buglish language groups had
become. The bitterness that rematus as a result of it
indicates just how powerfully language pravided (and
contipwes to provide’ a primary means of identification,
Ta scuth Africa, at least, it oan be justifiably stated
that  “language is an intensely sepsitive politioal
issue” (Houptfleisch and Steadman, 1987, p, 8.

During the pericd of British domination, then, Buglimh
was the language af industrial and comperoial exchange,
Dutch was the language of resistance.

vith the development of the mining industry, South
Africa moved from an agricultural eoonemy towards a
fully ocapitalist ecovomy., To provide  minerals for
Britein, the demand for cheap urban labour grew, This
was affectivaly supplied by the indigenous pecples.
They were brought into urban labour relations through
the ooercive legiclation of tax laws and the infamous
migrent labour and contract labour practices,

But the growth of the mines brought commsrcial intereets
into play mare strongly: the need for artisans, crafts-
men, clerks and small service factories became evident,
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Dutch farmers, for whom farming was bacoming increasing~
1y diffieult, began to be attracted to the burgeoning
mining towns and brought with them the skills they had
learned ba their farms. They became involved in small
mavuiacturing enterprises and transpart riding companies
that serviced the mining companies. Their lask of
litersey ekills tended to prevent them from finding work
in mupicipal administration, but there are accounts of
their involvement in small brick-making yards, bakeries,
transport  companies and  mackinery repair  shops
(Callinicos, 1967, pp. 50-53). Anglicisation policies
were aasier to enforce in an already predominantly
Englieh urban context and the eventual entry of the
Afrikaners into the capital market encouraged a greater
degree ©of English language usage among urban Afrikaners
than ameng the rural Afrikener commnities. Thism is a
trand that is still evident today, and is the reasan why
urbanisation was seen ‘as a major threst to the
Afrikaner nation’ (Lanham and MacDonald, 1979, p. 12).

ducar

1f 4{ndustrialisation and its oontrel by Britain wae &
major means of transforming English into the looal
lingua franca, an even more effectivs means wam through
education, which not only enforced English as & medium
of dinstruction (therehy easuring its wide usage) but
provided -an authentic cultural context for the learning
of Bngiish® (Lankam and MacDpnald, p. 14), Nost formal
‘teaching was done by English speaking immigranta, who
through their own education were instilled with British

value systems and the culture
Initially the responsibility for
hands of British missionaries an
teaching to religious evangelisi
development of formal education st
teachers wera brought from Engla

that expressed thess.

teaching was in the
d was managed by tying
ng. Later, with the
ructures, professiconal
nd to teach tha ekills
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necessary to the maintenance of British economic and
politieal dominance. Thus early British educational
pelicies promoted functianal learning in and of English

The learning of spoken English was seen s the basis of
all education, and little else was taught to the indige-
nous peaples as it was felt to be unnecessary to their
“station in 1life’. Inevitably acoulturation accompaniad
this learning of functional English, Pupils readily
recognised the material benefite that sccrued from using
English and at the same time absorbed the value system
that tied religion 0 a British way of life, The hega-
menic spread of Britain‘e cultural history, particularly
of English literature, was ensured by the association of
the English language with literacy. For until compulsory
education was introduces, literacy was comparatively
rare even among adults and thus a highly prized accom
plishment.

3. Glaes Avareness
Britich settlers came from a soclety acoustomed ta
distinctions of social status  based on  econamic
relations %o the means of praduction. British society
had been highly stratified sinoe the begimning of the
Industrial Revolution. In = monolingual country such
distinctions remained clear-cut. But multilingualify in
South Africa brought other factore to bear much more
directly on these concepts of olase. South African
society, from the earliest days of colunimation, tended
to be characterised by distinotions of language rather
than those of class, for two reasons, Barly English
mettlers were draw: from a relatively homogeneous class
becavse ©f the organised emigration schemes arranged by
the British government; and capital power was not as
tied to a particular class as it was in Britain, which
had monolithic class structures suppert . by a lengthy
history. The possibilities of acquiring capital in the
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new mining tewns did not depend in the same way on
forging conmnections with those already in pumsession of
capital. Fortunes could be made with minimal capital
investmant; entrepreneurship could turn a small manufac-
turing concern inta & vastly prafitable one as demand
for services often exceeded supply. The visible posses-
sion of money was likely to be a stronger determinsnt of
social prestige than considerations of class. The
abllity +to engage in the acquisition of wealth in an
urban environment presvpposed & certain degree of expo-
sure to education, haowever, mo that English was likely
to accompany a rise in social status. Thus elther
through money or education, or both, “Englismh-speaking”
became an indicator of social prestige. Culturally, the
prestige of English was high because it implied famili-
arity with wider structures of influence than local
ones. As laocal economic pawer davalved ever more visibly
on the Randlords who owned the mining comprales, so
their =moctal dominance grew and perceptions of status
became standardised against their language and cultural
affiliations. Bnglish was seen as the language of local
and British powsr and the cultural traditions of English
gained supremacy as the dominant culture. In this way
perceptions of identity ceme ta be sited pradominantly
in the mother tongue of the speaker, with the WESShAe
acquiring greater social status because of their more
immediste connection to English, as well as becauae of
its  local deminance  functionally, culturally and
politically,
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POST-COLONIAL SOUTH AFRICAN ENGLISH

Vith the declaration of Union and the progressive
detachment of South Africa from British influemce, it
might be expected that Englishe influence would begin
ta decline or that its status would lesgen. But thie has
not been so. The ewcoese of the colomisation pracess
allowed the langusge colonisation of English to continue
independently of British economie and political domiman-
ce, But this hegemonic spread has not gone wnchallenged

From 1910 until 1961 the “taalstryd” betwesm the two
affictal languages flared into open omnflict with the
rise of organised Afrikaner netionalism. The Afrikaners”
success in resisting the military force of Britain in
the second Anglo Boer War and their subsequent political
success 4in negotiating t degree of independence from
Britain, engendered 8 powerful sense of Afrikaner
identity, smymbolised by official recognition of their
new language, Afrikeans. Growing oonfidence in their
polftical capabilities and greater cantrol of political
poltey gave the Afrikaners the means to protect and
extend the wuse of Afrikaans through legisiation

Afrikaans now formally carried equal status to English
as one of the two offfcial languages. The WESSAs, on the
other band, were beginning to lpse their immediate
connection to Britain. Many were now second or third
generation colanial  families whose loocal financial
interestsa no  longer entirely depended on Britain

Loyalty to Britain was still strong, though many were
critical of the savage military strategies Britain had
adopted in the last stages of the war to try to subdue
the rebelliovs Boers. Such loyalty though was tempered
by pragmatic considerations. Urbanisation had brawght
WESSAe into closer contact with Afrikeners who them

selves vere to some degree anglicised. Union of the
provinces enabled the WESSAe to concaive of an English-
based identity which was no longer entirely British

Confidence in the historical prestige of English in




68

South Africa and its international status culturally and
commercially, tended to allow the VESSA a degree of
tolerant camplacency towards the emergence of Afrikaans

But when Afrikaner Nationalists gained political power
in 1048 1t became evident that langvage would be a
decisive factor 1in the stroggle to determime power
relations bastwsen the two groups. The WESSAs largely
controlled the ecenomic power, while the Afrikamer now
beld politicel power, This uneasy balance of pover
directed the struggle for dominance into the language
arena. The aggressive nationalism of Afrikaans was now
pitted against the cultural weight of English and its
history of cultural colonisation

The “victory® appears to be going to English, but in
terms of the WESSAs this may be Pyrrhic indeed. For the
price af English as a lingua franca and as the provider
of a dominant cultural history im South Africa may well
be the 1loss of & distinctive identity for the VESSA
within the language-determined social structures af his
society.

The Division of WESSA ldentity from Engiish

One ©f the strategies the VESSA hae adopted to deal with
his anomalous position regarding Emglish in its relation
to the historical struggle for economic and political
dominance is to seek to brozden the base of his
identity. This involves +the iden of uniting with other
language grovps opposed to Afrikasvs and Afrikaner
ideslegy, and of making pulitical and economic alliances
other ‘than those of his colonial history. But even these
wanceuvres involve him in questions of language and the
powerful cultural history of Bnglish both lhelps and
hinders him,
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Alliances with Afrikaner capital have arisen from common
econumic  interest. Both growps participate in the
sconemic structures of power in ways that ensure their
capitalist ascendancy. So strong are these bonds of
economic necessity that they operate across the paliti-
cal and language divisions, though English remains the
langusge of economics. But this econcmic (and thus class
based) alliance eomphasises the WESSA“s position as
beneficiary of the effecte of apartheid and makes the
alliance a somewhat guilty affair an both sides. For the
Afrikaner it tends to make langusge disloyalty emerge as
an issue; for the VESSA the association of economic
power with political power renders him open to the
charge of supporting Afrikaner nationalism and the
ideclogy on which 1t is based. His economic activities
in promoting capitalism are interprated as vesled apart-
heid trying to render itself mcceptable by eppearing in
English.

In an attempt to escape the effects of him bistorical
role as tbe colonial oppressor the VESSA has attempted
to identify himself politically with the aspirations of
post colonial Black South Africans. It ie here that
Englisk and 1its colonial and cultural history exert a
significant influence on his ocapacity to strengthen
these ties by reinforcing the traditicnal opposition
between English and Afrikessns. VYith the reversal of
political power the WESSA was able to establish English
as the language of official political opposition, in the
same way that Afrikaans, during British colonial rule
bad besn the language of resistance., Because of the
acevltvration  that bad  ocourred during Britain‘s
colonial dominance, this move vas greatly assisted by
Black second language Faglish speakers, particularly
urban educated Blacks. knglish had already become a
means of unifying various Black language speakers in
common  cause  against  their new  oppressors, the
Afrikaners, so the VESSA found a place readily enough




amang the ranks of the politically disenfranchised. With
the growth during the tiss of Black Consoi
however, this membership in an oppositional language
commnity was Seriously questioned and rajected.
Attempts to topple English @s a looal lingua francs
proved unsuccessful (3), but for the first time the
VESSA became aware af the puseibility that his identity
could be divided from his language, and that as a result
of sueh & divielon control of his language did not by
right of usage reside in him. The Black Consclousness
wovement pointed to his race-based s, ances with
Afrikaner oppression and rejected his claim to language-—
based differences between WESSA and Afrikaner. The VESSA
found  himself trapped between growing Black race
consciousness induced by race-based political exclusion
on the one hand; and on the other by the continuous
Afrikaner emphasis on language consciousness.

The VESSA had to engage in a radical remssessment of his
sense af ddentity and status. He needed to oreate a new
set of relations for himself within the spectrum of
South African society, in which his elaim to a specific
identity was founded on parameters other than language
and race.

THE DILENMA OF THE VESSA IN THE EIGHTIE:

1f the YESSA 1s to find & new idemtity, his relationship
to English will necessarily have to shift considerably.
But the nature of this changa is difficult to predict.
Some options as to the kind of identity he would prefer
and the way in which such identity would be received by
other South Africans are beginning to become recognis-
able.




Gne such aption is that expressed by Guy Butler (1085)
According to his view the new WESSA will grow from “two
among the nany good things which the British brought to
South Africa ... first the democratic tradition, and
second the Englich language. These are deep in the
VESSA's birthright avd tradition, and are open to all
South Africans” (p, 172). The implications of this
option bear some scrvtiny.

In referring baok to the historical processes from which
the WESSA's ocurrent position emerged, Butler recognises
the cogency of making sense of the present by appealing
to the past, The effects of the past reverberate within
the present and impinge on the fiture, and so canmot be
dismissed by an act of will or intellect. As Butler
points owt, “There is no short out to idemtity. New
identities are the gift of long ané complex processes”
¢p. 172). But in accepting historical causality one
needs also to be aware that tha past is accessible only
through accounts of 1t. The attitudes and values we
asoribe to past events are equally & legacy of the
particular perspectives uf the writers of history. In
the came of South African history, events of British
colanial rule are offered to us through the eyes of the
past rulere and supported by present ones, Until recenmt-
1y aitermative views were not available. There is &
danger of confusing the events of history with the
perspective from which these events ware viewed and of
fatling to distinguish the ideclogical bias operating ot
the present reader of history and within the recorders
of bistory. This is a confusion in which Butier appeare
to have become lost. “The democratic tradition” is
precisely one such idealogical myth of which we are the
inheritors. It is 2 peculiarly British legscy, but it is
a feature of belief rather than of actuality. Butler is
conveniently vague abowt the practices demoted by “the
democratic tradition®; he msserts ite presence generally
in “some mystem that will reflect the citizens” opinions
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in both natienal and regiocpal or cultural matters” (p.
178). It is as difficult to find such a system operating
in present day South Africa as it is to find it in
British colonisl history, except in 1its potency as a
collective VESSA belief

The cbaracteristics of such a belief system are, accord-
ing to Butler, ‘anti-sectional, ltberal and hospitable
to all languages and races” (p. 171>, This is not
fundementally differemt {rom the liberal paternalism of
colonial British historical attitudes and reveals just
how deeply inscribed in present VESSA attitudes are the
mythe of the selective history of his dominant ancest-
ors. VESSAs such as Butler appear still ta cherieh a
belief 1in the innate superiority of their language and
their belief systems and sustain their beliefs by
referring back to tradition”. Litile seems to have
changed here other than the terminology. The VESSA's
position i still defined for him by reference to his
traditionsl domination

Ndebele (1987) has already challenged this liberal
generosity by desoribing it as “a parmissive attitude
that goes hand-in-hand with the prescription of stan-
dards. Let ue call it a presariptive open-mindedness

¢p. 4). Thim option does little either to promote & new
WESSA identity or to pravide a genuine basis for a new
relatlon betwsen WESSAe and English. It continuves to
assert the position of a privileged minority for the
VESSA's  suocietal relatimnehips and seeks to retain
control of BEnglish 1in hia hands. Its only difference
lles in the substitution of race demarcations with a
“demoeratic™  assertion of the supremscy of English
culture. The ideolegical supremacy of Bnglish over other
languages in South Africa ramains unquesticned

A ®mecond optien that has been onffared is that of
substituting 1dems of nation and culture for race and
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iangusge a8 the parameters Zfor determining idemtity.
Stephan Gray (1982) bas urged a re-evaluation of English
as “only one of the counters for ldea-trading’ (p. 14)
in literature. He argues

Although we may appreciate and admirs the
global manifestations of Englisb and be aware
af how very far English does take us arcund
the world, a purist approach that stresses
the universal generalness uf English can be
very flattening; there 1s such a thing as
langvage imperialism which, because Of its
insistence on the common denominators, tends
ta screen out what are often the strengths of
literature itself, the regional variatians

The Southern African cultural world is multi-
lingual, its people polyglot, This is our
d11ly experience (p. 143,

He sees literary history {n South Africa as ~a cultural
battle for supremacies” (p. 6 with the result in the
early eighties that “the language groups each fight
their own battles, seeing them as attempts to achieve
independent maturities® (p. 6. From this he concludes
that

South Africa eannot as  yet be said to have
developed a literary consciousnmess (p. 6

and leads him to make this plea:

that the interrelatedness of language and of
all literature be paid spacial attention and
English learns 1 to see itself in
relation to other discipiines (p. 183,

Five years later Dalrymple (1987) picked up this thame
of South Africanisation when she challenged the special
statvs of English culture in drama studies,

The ocultural history of the English ruling
class is the haeritage of English speaking
South Afrioans and in a oclear case of
colonial dependency -7 have clung to this
heritage with great tunacity and imposed it
on the indigenous populaticn, Supported by a
notion of universalism we have been able to
genuinely belleve in the importance of the
nurturance and transmission of thies cultural
heritage, (p. 27)




For her, as for OGray, national identity, languege and
culture are inextricably bound together and the ldentity
crisie of the VESSA arises hecause

we bave jumped over and greatly prejudiced
the culture and history of our own land and
pecples  in  our  definitions of oultural
histery. (p. 27}

Dalrympla carries the South Africanisation debate
further by examining the implicationa of retaining
identity through waging a cultural struggle among ethnic
groups in South Africa, She sesa the need to fight such
cultural battles on bebalf of identity as an inevitable
result of the separations engendered by apartheid. The
VESSA“e  “struggle for cultural dominance has been
particularly important and effective in replicating
Apartbeid”, ehe maintains, for in this struggle language
“is fostered to keep the distinction betwaen ethnic
groups very apparent” (p. 29},

Thus tha WESSA is caught between two contradictory impul-
ses: his historical tradition of cultural dominance
reinforced by current language apartheid on the ome
hand; on the other, an urgent need to expand his
cultural histery and thus his identity by ocultural
interchange, veing English as the means of doing so. It
im through the latter that he can hope to develop an
alternative identity to that which his history has made
for him, He cannot ignore or change his history, but he
can  discover other ways of seeing it, if he can learn by
exposure to those who view it differently

This option seems to ba the only viable soluticn to
establishing a new South African identity which has a
firm basis in a revitalised WESSA oultural tradition

The process of extending such a tradition is fraught
with difficulties and will require the most delicate
poise. Tom much insistence on promoting English as the
language of cultural Giversity will drive him back
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towards @ position of essserting the superiority of
English eulture; too little resistance to divisive
language policiea will ensure his cultural isoclation as
the inheritor of a bhistorically rich but stultified
culture of his awn

How to set about such a mave remalns the oritical
question for the VESSA in search Of a new identity

Strongly articulated resistance to the formal operatiocns
of aparthetd can go far In demolishing the racial
divieions that these enforce, and go some way towards
preparing the ground for positive steps by the VESSA to
find what his comtribution to a South African identity
might be, The “special status’ that race confers an him
can be as well demolisbed by legislation as it has been
enforced. But language and culture are nat ao suscept—
ible ta such sinple legislative solutions and it is here
that changes to the VWESSA identity will be determined

The willingness te be South African rather than WESSA

and to be perceived Bss such, is already a matter of
record, as ie the degree to which the WESSA“s perception
of hiusalf disclaims special reference to his culture as

an  “own affair’, Landam’s research  (Lanham and

KacDonald,

1979) leads him to infer that

English language-group identity among Whites
a composite phenomenon., In terms of a
widespread and coherant group consclousness,

there are no English South Africams (p. &1).
The process of South Africanisation of the WESSA appears
to ba under way, at least ms far as VESSA consciousness
is concerned, Perhaps the VESSA identity orisis may be
interprated as symptomatic of the preliminary stages of
a real and visible change, though there are many
obetacles in the path from a VESSA identity taowards

participation 4n a fully South African idemtity
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The Conditions for Trensfgrming VESSA into South African

For the VESSA nem P in a fully rap tive South
African natianal identity would eptail a cansclous
realignment of bis trac’tlonal attitudes to Bnglish

Such @ neticnalimnm would imply cultural diveraity, with
multilingualism as a featurs of its practices. This
presents the WESSA with a pragoatic difficulty associat-
ed partie’arly with him, Because of the popularity of
English ameng second language speakers the VBSSA tends
to be less proficient in other South African languages
than other language groups are in English and comsider-
ably more VESSAe are monolingwal than any other group

Their ability to assimilate into a wider cultural mixing
is oircumseribed by their relative lack of proficiency
in languages other than Emglich. This, together with the
relatively wide use of English as the langusge of
cultural expression, reinforces the WESEA“s dependence
on  English fer his cross-cultural experience, thus
ereating & language consciousnesa in him which may well
retard a nmore democratic attitude to English. Villing-
ness  to asaimilate may wall be counterbalanced by
pressure from other English speakers who valua English
as a cultural vehicle.

One effect of oncouraging the ume of English as a
multicultural language and refraining from prescriptive
attitudes to such use, would be a tremendous expansion
of the vocabulary, sSyntastical Struotures and idioms
available to the wnative English speaker. English cowld
revitalise itself without trespassing across the fine
line which sepsrates language assimilation from language
colonisation. Arese of usage and thus areas of experien-
ce previously inaccessible to the English spesker would
beceme available +o him, enlarging the possibilities of
parts and ng consciousness
of a fuller range of neaning &ttaching to “South
African”, By blurring language barriars in this way, the

ke




routes from English to other local lenguages beoome nore
familiar and thus leas problematic to travel. The
English speaker’s willingness may be assisted by the
opportunities to explore the previously olearly demsrca-
ted areas betwsen languages with greater ounfidence,
This would provide a welcome uweans of esoaping his
cultyral entrapment in mouolingualism and allow him more
actively ta purcus an alternative multilingualism

But the ohoizs of Emglish as the language of South
Africen  culture would not rest with the YESSA, but would
be determined by the oultural workers themselves - the
dramatists, performers, poats and liets - according
to the specific demands of their subject, the oultural
medium, their audience, and their own needs, This kind
of cultural es well as functional use of English appearc

© t= developing quite strongly already throuwgh blurring
the =iges of separate South African languages, If a SAE
can Lecome the cultural and functional standard of WESSA
wark, 1t is likely that a far greater flaxibility of
usage ~1ll become acceptable to hinm and the pressure on
5384 ae  culttral custodian of English will

clackan, He will be abla to resign from his
inted role ox the watchdog of general standerds
his energizy to a more Specific area of usaga
which «ii. sorve his [Tspectivas best

Far Engilek is 20 become sufficiently flexible to
exprers the renge of all the experiences that constitute
o Scuth firiean consciousness, he will ba able o
zstermine only the kind of English in which him cultural
values oo best expressed. The way to achiave this
sbarpenses focus 48 by vigowously producing  cultural
artefacts, Such as plays, whizh derive from his specific
conseibuszess @f what he perceives his conditions to be

and o find the language tbat desmoribes i+. Resting on a
generalized  international English oulture will not
assure him of the meens to embody his own experiance in




o R e S

English, nor will it provide a solid base fur participa-
tory exchange within the amalgam of a multicultural
society, nor assist him in discovering in what precisely
bis own contribution comsists. Hence it is vital that
the WESSA applies himself energetiomlly to the task of
making oultural work which renders his experience known
to himself and to other South Africens. It is only in
the making that he can create and own a particular
cultural identity within the framework of a South
African context. Because of this it is imperative that
an active, independent, articulate and sacially sensi-
tive 1literary and theatrical tradition be developed and
cherished as part of tha procesa of radefining the terams
and conditions that will detarmine the nature of his new
South African identity

Three other sbetacles lie in the path of enlarging WESSA
identity towards a South African identity. These arisze
from contemporary concepts of Africanisation and nationa-
lism, and from the search for a common denaminator with=
in the nulticultural experience of South Africa that
might eerve to unify such diversity under a common South
African identity.

1. _Africanieation

The conoept of Africanisatiem presently ie a dangerously
ambiguous one, Originating in the attempt by Black South
Africans to reclaim a cultural past and a connestion o
the rest of Africa, it has inavitably beceme a rallying
point feor peaple politically dispossessed and rendered
voiceless by the forcible imposition of a foreign Buro-
centric oulture by European rulers

But  Africanisation has become assoolated with the
coeroive gies of ap d. The appropriation of
Afrioanisation by apartheid”s leglslators is an attempt
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to restrict the ocultural and sociel wobility of all
ethnic groups, Apartheid education manipulates African
aepirations %o recover and exprese their ocultural
heritage and copnections, by enforcing separateness and
50 limiiing the audience for Such expression at the same
time as restricting acecess tc Western oulture as far as
possible. All tao familier legislation regarding “own
affairs® °independent homelands® (mors recently “nation-
al states), “group areas” and “national education”, and
language laws are all aspects of this race-based divide-
snd-rule strategy which effectively mskes Africanisation
o means of ensuring the hegemonic comtrol of power by
the racial minority

Africanisation ('back to beshu thinking” as Dalrymple
describes it: 1987, p. 80) is eyed with deep suspicion
by nearly all South Africans for it may mean the real
aspirations of Africans, or it may indicate the manipu-
Jation ©f such aspirations. The contexts for its meaning
vary accerding to the political perspectives from which
it is vieved,

The tdea af Africanisation though, taken beyond such
immediate contexts, is no more threatening than the idea
of international Englishi both acknowladge a wider can-
text for South éfrice than the geographic borders of the
country. In both cases the resognition and establishing
of ns extr rritorially is a y accom~
plishment. But establishing such compections depends to
s large extent on the creation of an inclusive national
character through which such oonnections may be entered
into,

Like English’s internationality, Africanisatisn presents
the 1likelihood of the “flattening” effects of universal-
ism, But, as with English, such effects can be vercome
by a rigorous attention to those features of localised
societal relationships which are peculiar o eur region

P
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Agaln, the need to percelve our own conditions acutely
will determine the nature of our contact. The more fully
developed and articulsted our se. = of national identi~
ty, the greater our capacity to snter tle dialectics of
pan-African and  interpational relations  Cultural
expression in languages available to other nations is
important; but learning what we bave to say may anly be
possible in exclusively regionalised forms of language

2. Netionalism

Regarding the concept of nationalism, much the same
ambiguity pertatns becnuse of the racial definitions
that determine identity in South Africa. Black and white
racial differentiations have narrowed the definition of
national, As has been shown, “national” has been appro-
~iated by bath Afrikaner and Black African in tke
current struggle for the decisive control of pawer. For
the WESSA both kinds of national identity partially
exclude him, or but marginally acknowledge his presence
For the Afrikaner, nationalism is the myth that sustains
the supremacy of white; for the Black South Africaa 1t
is the hope of bhealing the rift created by enforced
ethnic divisions, af establisking uaity among Black
grovps. So nationalism on the one hand expreseas an
esivist minority euperiority; or the cther it is an
assertion of popular majority-based unity. Bach is a
limited oconcept, though African nationalism is numeri-
cally & more accurate indicator, Yet even this tends to
exclude the WESSA by virtue of his racial and political
position. Dalrymple suggests +ihat present conditions
prevent the emergence af any meaningful idea of national
ldentity.

The only sense of identity that we have
successfully achieved in South 4 . ica is a
community identity because of separations and
divisions in the &cciety. There 1is very
little sense of either a national identity or




a class identity. A national identity, where
tha "culture of civilisation” is generally
accepted, 1s a basic requirement for the
succeseful  functioning of capitalism or
socialism (1987, p. 287).

The 1idea of nationalism at present appears to be a major
obstacle to the achievement of a non-sectional South
African identity because of the impossibility of escap-
ing the ideological struggle that the concept implies

3. Characteristics of a collective identity

The last difficulty facing the WESSA in relation to a
really representative Souwth African nationalism concerns
discovering what idemtifying features might characterise
such an  ldentity, Within the divisive political struc-
tures =nd the inevitable fragmemtations of the society
they bave produced, it is difffcult to envisage real and
lasting features at all. Sheila Robarts (19803, haowever

discerns a collective feature of South African drama of
the seventies. She describes “those meanings and effects
that strike (her) as specifically South African and not
universal at all® in this way

one sv.h meaning is the physicel and psycho~
logical dispossession of the individual; one
of the effects of bilingualiom and multi-
lingualism 1in which South African plays are
swritten 1is the sense that all South Africans.

regardless of dialect and skin colour, are
experiencing this dispossession <p. 135).

This sombre perception may well be the only common
featurs of the social and psychological experiences of
Seuth Africans, which Roberts characterises as
“situations of loss of idenvity, loss of freedom, bodily
reductien and nullity” (p. 139). Certainly the effects
of independently experiencing legalised isulation are
likely to be prafoundly negative. Yat Roberts surmises

L
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that
sion and suggests that

a positive movement is arising from this disposses—

it is revelatory of an inoreasingly integ-
rated sense of belng Sowth African felt by
all “racial” groups accompanied by a propor-
tionate sense of forced estrangement from the
power structure (p. 139)

Vhether or no% this 1s simply speculstive wishful
thinking, it nevertheless casts some light ar the way in
which cultural activity may be the precursor of new
éirgctions 4n soclal relations. 1f South African drama
displays this trend 1t is a hopeful sign indeed. There
are indications, too, in research that points to the
willingness of all language groups in varying degrees to
speak the language cf others. Perhaps there is suffi-
cient ground for a tentative optimism that multicultural-
iem and multild lism may be within a
national icdentity. {t remains to be seen whather variet-
ies of South African English will provide the ground for
this to happen, and whether the VESSA can let go of his
language in order that it may develop the kind of flexi-
bility that such multiple demands upon it will make

For the WESSA then, the question of idemtity in relation
to English. may simply be a question of readjustment af
attitude rather than of abandoning Or denying the
potency of English. For its gbility to provide a means
of integrating diverse cultural experience seems already
to have considerable support from second language spealk-
ers of English, For the VESSA perhaps it im a matter of
trapsforming his sense of language dispossession into a
sense of discovering ‘his® Fnglish among many equaily
valuable South African Englishes. If he can do this the
move away from VESSA identity will be rendered easier

in that bis identity will emerge from his relation to
Engltsh - not that he speaks Emglish, but how ke uses
it; and most urgently, what he discovers he has to say
tbat oannot be said by anyone else, in any other kind of
English,
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2. WESSAS AS AUDIENCE

The associatimn of English in South Africa with
education among speakers of English as a second language
suggests that the use of English and literacy go hand in
hand in South Africa. So it may be infarred that thestre
goers in Jobannesburg are all to same degree nembers of
a literate oculture, characterised by some degres of
competence in the reeding of English. W¥nile theatre
performance 1in South Africa demonstrates strongly the
features of orallty described by Ong (1062>, the
reception of such orality is mediated by am audience and
performers conditiocned by literacy in English

The implications of Ong’s orality-literscy analysis for
a study of a South African audiemce are difficult ta
assess. For 1f, as seems likely, Johannesburg audiences
are by and large literats, urban and English speaking

orality and literacy must be set within a complex of
other factors, some of whick may be specific io
ichanneshurg, some to post-colonial African mncieties
and some to cultures still living “the traums of early
literacy” (p. 16). Added to this, apartheid policies
nave their effects 1p the indigenous English drama of
urban South Africa - in the subject matter of the plays,
the composition of the audiences and the incorporation
of traditional African orality into a dominant Eurcpean
oultural tradition. Regarding the effect on a white

English-speaking member of a Johannesburg audience at

for example, the Market Theatre, it may be possible to
posit that he 1s ourrently attempting ‘to move in an
opposite direction from thuse Africans engaged in moving
from early to established literacy, There are indicat~
ions that the VESSA way be beginning to seek consoicusly
far ways of re-engaging his orality and that his expo-
sure to indigenous drama in English is providing a means
to do thie. This search may be identified in its crudest
form by the adwmiration and often uneritioal acclaim
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accorded by the VESSA to what he describes as “authen-
tic” contemporary African experience that plays are
clatmed to ocontain. At an academic level it may be
evidenced by the upsurge of interest in orality and
loeal oral cultures whose traditions are still
accessible for study. If as de Kerckhave claims

“african drama and literature are rent with themes of
dislocation and destruction” (p. 15) as Africans find
themselves inoreasingly separated from their traditional
oral cultures with the advent of literacy, it may be
equally true that Eurcpesns in Africa are responding to
the growing sense of value attached +to orality by
seeking vicariously to recover their own oral past
(which 1is virtually irrecoverable) through the more
recent oral past of other local culturses. Where literacy
may be bistorically for many urban Africans and
arality still rocoverable by family histary, as well as
through the continued illiteracy of many rural Africans

for the VESSA, orality lies too many generations back to
be directly recoverable. Literacy is oo deeply ingrain-
sd in the cognitive processes to make its recovery
anything but a slow, vague apprehension of what has been
lost. Certainly the VESSA®s tendency to nostalgia is no
longer served by recollections of his recent colonial
nistory (4).

new

The WESEA's participation in colonial and linguistic
domination, with 1its resulting elitism, has turned
against the colonisers. The WESSA finde bimself now no
longer the sole owner of English; st the same time the
history of oppressior which his language ocarries

effectively excludes him from mccess to other language
cultures, and particularly ta the oral-based cultures
which wers the subjects of English's cultural oppres-
sion. The high status accorded o English in South
Africa and the success with which it has been promul-
gated as the language of international contact, of
commerce, and of Vestern culture, has effectively
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trapped native English speskers in South Africa in
their own lenguage at the same time as it has removed
their proprietary rights to it,

Vithin the linguistic history of English, written forms
have come to dominate spoken forms. Until the advent of
visual mass media such as film and television, written
and particularly printed forms of English supplied the
najor means of sooial communication among differentiated
groups of English speakers, Distinctions of class and
geography with their accompanying variatione in epoken
English, could be overcame throvgh standardised written
forms of English.

But whila this may have heen the oase for native
speakers of Bnglish, it has Dot been so for users of
English ss a second language in South Africa, Because of
their more limited competence in written English, there
is a more marked differsnce between spoken and written
forms of English in their usage, with a greater reliance
on spoken forms, Innovative forms of spoken Bnglish are
more likely to emerge from second language English users
in South Africa than from VESSAs. This is partly because
for second language BEnmglish speakers, spoken English
competes with alternativa expression in other languages

For the VESSA, spoken English is likely ta be the only
form, or one of only a few, because of English's
cultural dominsnce in Scuthr Africa

This suggests that the development of English inm South
Africa - new didiems and the modification of spoken
Bnglish - oocurs largely as a result of pressures
exerted on Bnglish by other vernacular languages, The
WESSA  thus oannot contribute significantly to the
development of “his” language and appears to exert a
conservative influence on Boglish in South Africa
because he 1s oconditioned strongly by his language’s
cultural conquest <5).

i ————
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Within that
by his literate competence in English, which makes
English”s orality subject to literate cogaition. It
sesms to be the case that the greater the VESSA’s compe-
tense 1in English (which will be measured predeminantly
by his literate competence} the greater the degres of
bis dsolation from the orality of his own language and
from the orality of the other available cultures that
st111 have access to their oral histories

culturel dominance, tom, he is constrained

It ean be inferred from this that the performance of
indtgenous plays in English 4n South Africa has &
special significance for the VESSA in that these plays
fulfil a function for him that they do not for other
language commnities, In a sense they provide a means of
learning his own language’s orality and/or countering
the pressure of written Englich as a oriterion for his
language usage. It is clear from the popularity of plays
such as Paul Slabolepszy’s Smturday Night at the Palace
(1985) and Making 1ike America (unpublished) that the
WESSA delights in identifying bimself with s WESSA image
that stresses a vernacular English usage that is largely
independent of traditional literate English. Narius
Veyers® euccess in the role or Cowhay in Making like
America for example, may be attributed to his identity
as a bilingual Afrikaner as well as to the character’s
verbal facility which was independent of his literate
ability.

Equally, the continuing success of plays in English by
Black writers and performers - such as Yoza Albart (Miwa
et al, 1983) a2 Bopha (unpublished)-suggests that the
VESSA 1s axtending his tentative move towards accepting
greater orality in English towards a genuine ouriosity
about otber ocultures, Bnglish thue provides him with a
means of registering orality maore generally, It also
allows bim to register and respond to the chenges in
pral Bnglish that are ccourring, and thus goes some way
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towards discovering and participating in the development
of his own language. An analysis of the effecto on the
WESSA ' of English usage by African languages spemkers is
affered elsswhers, for it is a complax matter, But it
can be asserted here that evidence of audience atten-
dance at theatres in Johannesburg poimts to a strong
VESSA p . His p is propertionally most
marked at productions of “traditional English plays
such as Charley's Aunt, These are not however within the
seope ©f this dissertation, Vhile he is propertionally
lass evident at indigenovs plays, the increasing
popularity of such plays and their venues suggests
that numarically be may well he represented there more
strongly. Though figures are not available, it is likely
that at theatres suchk as the Market, the WESSAs are
=till the predominant group among the audiencee. This
can be argued on the basis of the cultural predimposit-
lon the VESSA bas imberited from his oultural history to
regard theatre-going &8s a middle class, urban leisure
ectivity.

s et ———
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BOTES TO GHAPTER 8: BNGLISH IN RELATION TQ VESSAS

of. for example the proceedings of the Stlver
Jubilee Conference (BASA, 1988),

Infornation for this section is derived from Lanham
and MacDomald (1979); Callinicos (1982; 1987)j van
Onselen (1982); Omer-Cooper (1987); NECC (1967)
Cape Action League (1967).

For example, Steve Biko saw the predeminance of
English in education as helping “in the development
of an inferiority complex (in the black max’. For
him the need for a ocommon language among  ALSS
ovtweighed other coneideratioms. In  spite of
Englisk‘s negative psychological and sociclogical
effects on  Black Consciousness aspirations, he
concluded 1 am not complaining ebout the langnage”
¢Arnold, Millard ¥., Steve Biko: No Fears Expressed
p. 1023,

The Fantastioal History of p Uselsss Map (Junction
Avenue Theatre Cumpany,  1978). demonstrates the
unhelpfulness of VESSA bistory in the contemporary
WESSA“e search for identity,

cf. for eg. the aims of the English Academy of
Soutbern Africa, Appendix C.
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‘ZHAPTER 4: SDUTH AFRICAN YESSA DRA¥A

J£ all the young contemporary WESSA playwrights Paul
Slabolepszy is probably the most prolific (1), As one
newspaper reviewer (Daan, 1987) asserts

Six  full length plays in less than ten years
plus a couple of one-scters, and two more for
television put Slabolepszy in the ranks of
the serious dramatist,

His plays are popular as well as commercislly successful
and Saturday Night at the Palace (GNAP) has won a numbsr
of awards (2), It has also been performed outside South
Africa and attrected some critiecal attention at the
Edinburgh FPestival, in London, Germany and Sweden (8)
An analysis of his work is valuable in identifying
current  VESSA  perceptions of themselves and their
relationship to a communal South Africen identity

The dramatic worlds Slabolepszy constructs in hie plays
within a genre of sucial realism implicitly emact the
socie-political, economic and cultural perceptions of a
very particular stratum of VESSA censciousness. Bqually
audience reception of his productiocns which have baen
presented at the Market Theatre suggests that
Slabolepszy’s perceptions are shared by the theatre
going WESSA publie.

In the following analysis of SNAP I propose focusing on
the ways 1in which the dramatic dialsgue presents
evidence of entrapment in isolation for the WESSA
dramatic characters. I shall argue that the effects of
apartheid on WESSA ideology are present {n the dramatic
world and that the play acourately reflaots VESSA
tdeclogy in its reproduction of the practices of this

P
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ideology of dominance, [ shall further argue that the
isclation that the dramatio WESSA representatives both
suffer from and continue to support, arises from an
ideology which asserts a traditional, conservative
monplithic value system in an attempt to resist
encroachments on VESSA dominance amd privilege

Slabolepszy’s plays have an impartant cultural function
in that they accurately render the unease and conflicte
within the whole WESSA group. Class divisions as well as
the wider race consciousness that Operate on the VESEA
appear to play a part in making it difficult for the
WESSA to {dentify himself unambiguously. And the ambjival-
ence with which class and race catagories overlap and
contest for supremacy are evident in these plays. So my
analysis is less concarned with dramatic and theatrical
aesthetics than it 15 with the eultural function of this
play as a source of contemporary cultural material that
assists in identifying VESSA perceptions of actual
conditions as they are experienced by him

Slabolepszy claims not ta be interested in poliiies
Cinterview, 1986), But this disclaimer is not supported
by the drapatic genre in which he works. His dramatic
world 1is populated by characters whose attitudes and
actions arise from the particular poiitical conditions
that exist in South Africa and the preseures on them are
at least as political as they are economic or cultural
Vhile the plays do not deal with overtly political sub-
Jects they do register the effects of political idaulogy
and  the hegemonic infiltration of dominant ideology into
the social exchanges that mccur in the plays

It eseems that what Slabalepszy’s disclaimer implies is
an avasion of consciously examining his own ideological
stance; and in this [ believe he does represent WESSA
ideology in sction and so speaks in his plays for those
VESSAs that attend his plays with such er husiasm. His

e
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skille as a playwright epable hin to articulate very
precisely the unconscicus assumptions on  which VESSA
perceptions are built. It must thus be the work of the
researcher to draw out from the dramatic material those
implicit assumptions that playwright and audience shara

For Slabolepmzy is not, I think, wrong when he clains:

I know the people. [ write about them. I am
one of them. I know their voice. (Interview,
19865,

The concept of “the pecple’ here is not as problematic
za it superficially appears. The constraints of
separation in South Africa limit sslf identification to
particularly narrow and speoific aress, which are
demarcated often in conflioting ways, by race, class and
geographic location as well as language. Thus, though
one can talk of “the people’ in South Africa

definitions of the term are likely to be extremely
circumseribed. In Slabolepszy’s oase, reference to his
persenal  history helps to elarify whose veice he
represents.

“1 grew up 4in the Platteland, The Narthern Transvaal”
he tgld me (Interview, 1986). Born in Boltaon he came to
South Africa at the age uf three. “He grew up in small
towns on the Platteland, matriculating in Pistersburg’
(programme notee, 1988). He graduated with a B.A, degree
from the University of Cape Town in 1971, Within the
parameters of flret language South African BEnglish
speakers, his exposure +to rural as well as urban oan—
ditions, his geographical shifts batwsen Cape Town and
(ourrently) Johannesburg and his educational background

make his social profile as wide perhapa as it is
possible to be within South Afriosn political race and
language divisione. It may be with some justification
that he presents himself as the voice of a generic WEESA
which includes more specific class divisions

T
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But this predominant ideological consciousness is,
shall argue, that of the educated urban middle class
VESSA, Fm In epite of his presentation of characters of
socio~economically lower class, the perspective from
which they are viewed is arguably ideclogically that af
the educated, urban middle class VWESSA, which distances
itself from the artisan and working classes that might
otherwise be included in the racial and language
categuries of VESSA. :

SATURDAY NIiGHT AT THE PALACE

SHAP was first performed Upstairs at the Market Theatrs
on the 6 HMay, 1982. It has subsequently been performed
at the Old Vic in London as well s in Sweden and
Germany, The text was published in 1985 and has been
translated into German (under the title Aikona Boss).
Hore recently the play has been adapted into a film. In
1031 Paul Slabolepszy won the Apstel Playwright of the
Year award for the soript

Briefiy, the plot concerns the arrival of two mem, Vince
and Forsie, at a roadhouse, Rocon”s Burger Palace, where
the third man, a Zulu referrad to as September, is
clearing up preparatory to leaving work, It is late at
night and September is due tu go home the following day
to bis family for his annual holiday. Vince and Forsie

described as “youths, both in their late twenties’

vandalise the and P . The
play ends with September handcuffed to Farsie’s motar
bike, vVince dead of a stab wound from a scrawdriver and
Forsie running away in panic from the scene saying “I°m
not to blame’, According to Slabolepszy (interview,

1986) the source of the Pplot was a short newspapar
account of an actual incident similar to this. The
dramatic focus of the play however, lies in the shifting
reiationships that accur among the three characters and

e e eivacasarammnms
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the evidence that emerges inm this encounter of the
personal histories of each

The play thus has a strongly biographical styie: in
performance it combines elements of melodrama within a
gemre ©of social realism. The simmering violence that
flares up at the climax is dramatically contained by the
P of the as rep: ive typea.

of their resp ve soci positions is
afferaed to account for the conflicts that provide the
key dramatic actions. ALl the characters are presemted
25 in some way discriminated against by the dominant
norms of South African society: September by his racial
category, Uince by his “persomal’ rejection of them
Farsie by bis lack of education. The play thus provides
much evidence of current VESSA percaptions of what con-
stitutes these norms apd an apalysis of it can usefully
serve to exemplify WESSA perceptions of relationships
between themselves and other South Africans 1in the
prevailing socic-politicl conditions im urban South
Africa.

The strong emphasis on personal biography in the play
makes a methodology used by cortemporary popular
historians (Callinicos, 1987) appropriate to a study of
it. Por similarities between this genre of play and the
recovery and presentation of popular history make the
differences between the fictive aspects of drama and the
factual aspects ©0f bistory less impartant within the
cultural ocontext of both as carriers of contemporary
consciousness of the specific conditions emerging from
the dominant discourses oOf politics, soclology and
econgmics,

In a paper giving an account of the Popular History Day
at Vits, Callinicos ¢1987) identiiies in popular history
the need for

J———
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a continual traffic hetween experience and
theory, a need to both explors subjective
experiences and locate them firmly in the larger
wbjective soeial forces (p. 62)

in this way, she asserts

different and contradictory popular traditions
cmerge, influenced not least by the extent to
whish an hegemony has besn {mposed or absarbed
by members of a community. Testimonies are
not simple and accurate recards of the past -
they 1invariably relate, more or lass, to the
dominant discourses and are not apart from them
(p. 62,

Popular histary and theatre productions may thus be
approached in a similar way because of the common
naterial they share. Callinicos sees

personal testimony and oral histary .., the

wse of songs, paems, sayings, photographs and
other cultural manifestations (as) central in
a popular presentation (p. 56).

The presentation of a play 15 thue a “culiyral manifest-
ation” in that it is a theatrical cultural event; at the
same time the dramatic world it comstructs is a manifest-
ation of a conscious attempt to order and articulate
coherently the playwright’s specific understanding of
the “iarger objective sacial forces®. Where the success
of a particular production may be measured by atten-
dance, length of run and 50 on, this may in turn imply
ite popularity among a particular esection of the
populat.on; and such papularity suggests that the play
does represent commonly shared perceptions amang that
group, - production of SNAP, through its dramatic
languags and theairical action, promotes narceptions af
the dominant ideclogy es stable, Listorically inevitable
and e 1t p y socio-
economic conditions as subject to historical causality
and 1implies thut both VWESSAs and Black South Africans
experience these conditions from a position of power-
lessness.  Further 1 shali argue that Slabolepszy’s
ideological stance is shared by bis audisnces and is
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common  tn wost middle class VESSAs, Thus the present—
ation of the play may be viewed as a cultural tool of
the English-speaking dominant class for consumption
primarily by that class.

VESSA IDEQLOGY IN THE PLAY

Politically the ideology enacted 1im one liberal
conservatism. The langusge 1in which this ideology is

inscribed, particularly Vince's

eppears to distantiate

the avdience
ate deviance
used by edu
between char
idnological

from the character because of its delibar-
from “standard” middle class English es
cated middle class WEFSAs; yet this division
acter and audience is outweighed by the
consensus that exists betwazn playwright and

avdience. In a sense Vince functians as a scapegoat far i

the caollective consciousness of the play’s audiences;

bis dramatic appeal lies precisely in the way in which

he can be enjoyed for bis thestricality amd rejected for

his deviance from acceptable norms of bebaviour and

expression. He becomes the wayward relative over whom

the famtly sorrowfully sbakes its collective head

because he “should know britar”, r ‘

Where ke “breaks tbe rules” of the WESSA family and must
be judged accordingly, September engages our collective
sywpathy as an “outsider’ who knows the rules and whose
bebaviour invites his acceptance into the family. He is
“sinned against’ by Vince, and the family must make
reparations o him on behalf Of one of its members, who
though wayward, nevertheless is “ohe of ve”,Audiences
may refleet that incidents like this must never be
allowed to happen again, but essentially the rules
themselves go unchallanged. How to make them work
appears to be more at issue than questions as to whether
they should e the rules, This is the politics of reform
rather than those of change

e
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In the following analysis of the language of the play, I
shall be investigating the ways in which specific usage
by each character reinforces the notiene of a collect-
ively shared ideological position among its audiences
and  the ways in which the language simultanecusly
exonerstes audiences from guilty complicity in Vince's
actions and invitss audignces to identify with him.

Ideolomical Distance in the Lenguage of the Play

Slabolepszy invites his audiances to contemplate the
congequences  of the ideclogical clashes that aceur
prinoipally bhetwesn Vincs and September. There is an
inversion of the oustomary South African myths
assaciated with race and class.¢ Septembers racial
categorisation is ocontradicted by bhis class ideology
His behavicur is insoribed with the values of the middle
clams: bhe works as a responsible employee fpr wages; he
svpparts a young famwily and provides them with such
material benefite as his wages allaw; he is polite in
the face of extreme provocation; he values the trust of
his employer and the stability of his work and accepts
his family responsibilities. ¥ithin the constraints of a
disedvantaging system his illegal acquisition of dagga
provides evidence of entrepreneurial skill and his
aspirations are tied to the system as it operates, He is
moving Slowly up the socio-economic ladder. From
“Delivery Boy ©of +the Month - August 1978° at Europa he
has moved to the roadhouse because

The money’s better ... Buropa - full of
troubles, You ask for more money. They say
voetsek with your unions, ¥hat do you want
more money for? So - 1 come work hers in the
roadhouse,  But the boss here - is very good
to me, Every year he gives me a holiday
(p. 2S).

September sees paternaliem as a better system than that
offered by organised  labour-management relations

e e e
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individual responsibility as more desirable than

collective struggle, Although he hasn’t seen his wife

for two years and bis position within the system is

precariovs becauss of disoriminative racial practices, .
he neverthelems sccepts these practices which deny him
the use of his real name. He is proud of his status as
“a good boss-boy”, His dependence on unafficial relation-
ships and material exchanges (bargaining for Forsie’s
motorbike and his employer~s “goodness”’, for example) to
alleviate the effects of legislated disadvantage on him,
points to a prefoundly internalised hegemonic influence :
of middle class ldeology.

Linguistically his separation of areas of ‘parsonal”
attitude and social expression betwsen Zuln for the
former and English  for the latter, suppurts the
hegemonic affects that oan be meen in his actions, (and -
inoidentally protects an English nmonolingual audience i

from direct exposure o the emotional intemsity of

ubterances such as “sesi pheli isikhathi semo zinja za

bathkathi nelibambe lingashone® - Your time is up, you

dogs of witches. The, writing’s on the wall) (p. 47). The

English he spesks is marked as that of a second language

epeaker only by +the simplification of verbal tenses, . .
There is little nixing and he disapproves of Forsie’s
use of fenagalo

Forsie: Muche stellek
September:  (frowning) Haw, that’s not Zulu. .
(p. 23)

In contrast te Vince’s language there is little idio-
matic or vernecular oolouring in Septembers dialogue:
Despite the simplifications, his English is standurdised
more markedly, In perfermsnoe, of course, phonetic
variation does add greater difference, but grammatically
September‘s use of “oorrect” (ie. literasie) construction
is more frequent than either Vince's or Forsle’s. Where
Forstie’s, for ol 1y ates the
influence of Afrikmans grammatical order and tense,

e w i
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September-s is more ‘neutral for a VESSA, as for eg:

Vince: And you bose-boy?
September: That’s correct. .
Vinca: (to Forsie) Amazing. Give them a tie and

2 lkiarie and all of a sudden it3 4
boss-boy, 3
Forsie: Vere you borp in September?
September: My boss?
Forsie: Why you called September? '
September: September im my name.
Vince: Tell me September. You like being
boss-boy? !
September: 1 lika it very much.
Vince: You a good boss-boy? :
Septamber: 1°m gaod. Very good. a8 ~
Here botb Vince and Forsie use abbreviate £bs i

rendering a kind of pidgin English. This may be read as
patronising in Vince’s case; in Forsie’s it is perhaps
an effect of his own difficultles with English verbs;
but Scptember replies with expanded verdb forms (not, as
might be expected, “Septamber my name’, if his language
use depends on the models Vince and Forsie provide). . .
These subtle indicators are less significant as
dramatically consistent character narkers, than they are
eignificant of the ideclogical pressure inm the play to
incorporate September into the norms o©f SAE and its
1deological norms. September’s language patterns make
nim ‘more like us’ for a VESSA audience and Vinoe
correspondingly “less iike us”. So through exchanges
such as this September becomes assoclated with middle
class concepte ©of “decency” and “humaniiy’ and all the
otner values that underpins liberal humanism.
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jeal Repr iveness in the Piay

Vince

the
He
than
50).

Vince
must
him.
real
have

of  the
deeply
alternative
version
represents,
af  the
rejects
recagnise
tuposed.
within
aspirations
rules, yet demands that everyone else sustain
would

the articulator of the obverse side
¢oin:  he 1s “decent”; he is
But bhe does not represent
values, He stands as the negative
of the sams values that September so positively
It 4s not that Vince denies the importance
values that Beptember exemplifies. He simply
them where September aoccepts them, But both
them as operating potently as the oonditions
Where September sesks t0 fulfil his aspirations
conditions, Vince tries to enact his
spite of them, He exempts himself from
them.
“rather (his) digrity, Stay unemployed~
“do kaffirs® (and) dao it with them” <p
His justification for the rules of the status quo

then becomes
ideclogical

~anti-soctal”.
af

not
an
set

these
in

keap
work

is that of historical determinism:

It*s thanks to us they gou a job in the
first place. 1 mean, who found the mines
bey? We did, (Shouting for Septembers
benefit) We found the bloody mines!! (To
Foreie) [f we didn“t find the mines they’s
atill be hanging from the trees
<p. 50-51)

Vinee recognises the power vested in the sosial and
legislative rules. For him it is precisely the rules
that provide him with the freedom to flout the rules

Modifications to the rules ercde his psrscnal fresdom,

for by definition the rules protect him becauvse he is
white. Extending this protection to others like
September, who  can pursue their aspirations success-
fully by the rules, expases the artificial antagonism

has created between himself and his society. Vince
fight to maintain the status quo which privileges
His strongly racist attitudes and utterances mask a
fear that withoub the rules to protect him he will

to attribute his failure to secure respect to




personal incapacity. BHenmeath his apparent defiance of
the social norms of middle class WESSA behaviour, bis
adherence to  the ideclogical base for the rulse
governing this bebaviour remains intact. Concepts of the
unique individual, - of personal merit unrelated to
soclal conditioning - and of capitaliem as a system that
rewards admired characteristics of personality (such as
compatitiveness), are deeply imprinted on his thinking.

i°m nat going to spend the rest of my life
messing arcund with nobodies  (p. 54)

Be declares, yat in defending hinself against becoming a
nobody, by referring to the rules, be bas to face the
very real possibility that the rules may prove him a
nabody.

¥y old man said 1t and he's bloody right; the
day you let a kaffir get the batter of you
that“s the end. You finish., Theres no guing
back. (p. 50)

His nyth.cal hevoes, drawn from international socoer
(Georgie Best, Bobbie Charlton, Pele) mirror bis belief
in the dominant ideological mytbs (4) of the practices
he professes ta deride. Like Forsie’s film herp, Clint
Eastwood, they encempass the notigne of privilege and
reward for personal charisma and “natural® skills.

None of the char in SHAP. the hegemani
control of dominant WESSA ideology. Vince praovides a
genuina “anti-hero’ for the WESSA. Identification with
him at an 1declogical level onsures that even while
’ 3 Judging bim, an avdience may “understand’ him, Ner does
September provide an alternative hero for the play: he
is a viotim of unfortunate circumstance insofar as the
domtnant ideclogy provides the oircumstances. But his
submission to and belief in the practices that anact
this {demlogy ensure his eympathetic reception by WESSA
avdiences.

[N
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But the idevlogical identification an avdience may make

with bhim are tempered by the racial aspects of the

dominant ideology, which operate in practice far more

overtly. At best, them, the racial divisions make him an .
approximation of the idesl VESSA wmythical type -

something of an “homorary VESSA, in the way in which

Japanese were legimiated as “honorary Whites® during the

1960s,

The property he tries to defend against Vince and Forsie
is not his; it is entrusted to his care by his white
employer, That he does try to defend it with sueh
determination is a source of admiration for an audir .ce
that values property as a sign of material status, and
includes fidelity mmong dts list of virtuss, But becausa i
Septembar-s actions ara done on behalf of his white

empioyar, the naturalising of conditions that exist . .
cannot be fully accomplished. He remains putside the t
rectally protected omtegory of ‘awner of businass

premises in a proclaimed whi-a area”,

The anomalies of the dominant ideology end dts
categories are evident 1n the anomalies of September‘s
drematic eituation. An  audience can provisionaily
release him from the racial categories that apply
cutside the theatre for the purposes of the drama. They . .
oan vicariously identify with his defence of praperty; 1
yet at the same time they have o recognise they are N

making an exception, He gains “personal” heroic quali-~ i
ties, yet loses dramatic authenticity. The gqualities of

caurage, patience and control that ha exhibits make him

a worthy hers; but the conditions in which these are

demonstrated must be acknowledged ae either dramatically

implausible, or an indication of his profound entrapment

by WESSA dominence. In the contewt of the end of -

piay, whers he is physically powerless, the lat¥er =

more probable. It is only in defending an idsology which

actively works eagainst aim - “[ Relp you, boss ... I°12 .




tell them what happened, boss® (pp. 73-74)~ that
September begins to unferstand the racial exclusions
which underpin the whole system, W¥hen Forsie desperately
tries to save himself, he resorts to the most fundament-
al assumptions of racial difference thet the idenlogy
sustains, that of the racial superiority of white over
black. “They won“t listen to (you). They won't believe
you, man” (p. 78).

WESSA Avdiences and the Idenlmgy of tha Play

WESSA audiences have been shocked by the ending; the
@ense of betrayal they have registered is profoundly to
do with recognising in the dramatic dencuement that the
racial divisions they deplore so artigulately are embad-
ded 1in the idealogy they uphald. Drematically, the shack
they encounter at the end of the play is one of recog-
nition rather than one that triggers transformation,
Their putative viearious hero cannot emerge the moral
victor precisely because he is black, The power of the
white man is unchallgnged and unchallengeable; the worst
white man still holds greater power than the best bimck
man. The black man can finally mever be “one of us”. .
VESSA nmiddle class norality is intact; but the price is "
the sacrifice of the one character who, 1f {t were not

for the genetic difference of a black skin, might have

become a symbol of the triumph of universal liberal .
values and thus nmost truly representative of “Soutd

African se the VESSA perceives it,

This exposure of the overlap in South Africa of race and
class distinctions finds no resolution in SNAP, Like
September a WESSA audience is impotent at the and of the
play, caught betwsen vindiocating the “truth” of VESSA
ideology and appalled at its self deatruotiveness. As in
Making Like America (MLA), SNAP snde in a fade to black
while “September starem blankly isto the growing
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darkness® (p. 75). Thers is an unresolved deadlock that
fraezes the moment. The present remains fixed and the
future 1is dark, The universality of iiberal values is
talnted by the facts of South African racist practices.
Aetual conditions inescapably impuse on the democratic
beliefs that VESSAs cherich and have promoted S0 success-
fully,

Bu. GSlaholepszy doss seem to provide an escape from the
impasee for his audiences. Either they can accept their

guilt by

complicity through identifying with Vince and

Forsie on ractal grounds;
identification on the gro
distinctions that separs
Forsie’s representativencss

Siabolcpszy seems to favo
presentation of the limit
there is implicit in the
assumption that the dramat
audiences. In the published
a glossary of terms which e
dramatic socislect used by
sre derived from popular

is aimed at a non-South
such as “braai”, “dagge”,
included which are in ge

or they csn reject such
unds that there are class
te them from Vince’s and
as WESSAs,

ur the second option in bis
ed4 cholces in the play. For

language of the play ap
ic world is unfamiliar to its
text, for instance, there is
xplaine the vocabulary of khe
Vince and Forsie. These terms
South $frican mixed language

usage, many of them borrowed from Afrikaans, and
associated with white working class fringe groups, sweh
as the petty criminal group. Clearly the published text

African readership, for words
knobkierie” and “KwaZulu® are
neral SAE usage and will be

heard readily in state broadcasting.

In the performed play, howsver, the linguistic and vieual
elements function wore ambivalently, An audience is led
to recogaise familiar eigns of “South Africanness” at
the saue time as it.directed to distantiate itself from
them, For instance, in the detailed stage directions at
the ceginning of the script the “ysual wenu amd toriff




lists® are referred to, as 1s the “mindless rs .ot use
music”  (my emphasis) (p. 9). September beg’.. vhe
dialegue with a telephone conversation that immesia- -y
establizhes the race and class conjunction that ensares
bhis role is subservient

Hallo my boss ... Yes my boss ... Ko my boss
. Thank you my boss tp. 10)

lumediately after the establishing of racial and class
separations as the norm, cultural and language differ-
ences are emphasised when September substitutes ~Bamtu
music® for the “mindless roadhouse music” commenting, in
Zuly, “They kill us with cowboy music® (p. 10).

According to Venables (1962) this familiarity made tke
production

a disturbing play for South Africen audiences
- 1its characters =and situations are all too
recognisable as a metaphor for our society.

Another reviewer, Barrie Hough (1982) described it in
bie Beeld as

The kind of work one could present with pride
overseas because it contains the best of what
South  African  theatre has to offer ...
totally South African in every semse.

Like Slabolepszy’s, the particular race, class and ideo-
logical position of these reviewers 1s generalised - if
not universalised, at least nationalised - so that a
class-specific consciow »ss is assumed to be represen-
tative of all South Africans regardless of differsnces
in perception that shifts of perspective among thase
parameters entail. The play and its reviewers confirm
each other because their perspectives are similar. Hance
for them South Africa 1ic reflected truthfully because
their perceptions are reflected in the play, For both
reviewer- the universalising tendency leads them to
identify closely with the characters and action with the




result tha‘gt‘gea the performance as an exercise in mea
culpa - this is what we are like, this is what we do.
The London Finapcinl Times critic (Young, 19847 also
(more  understandably’)  assumes the play to present
general South African cenditions and sees tbe production
2% a public confessio

It 1t is the Market Theatre’s aim to shaw how
Borrible South African 1ife 1is, they have
sveceeded admirably,

he comments. Again there is an aseumption that “South
African 1ife” can be detsrmined by the cansciousness of
one fragment in a bighly fragmented society. Responses
such as these that perceive the world of the play as
“disturbing” er “horrible” accurately reflect the
effects of a class ideclogy. In this they are represent-
ative of VESSA audfence response.

A marked festure of sudience response at performances of
SNAP ond other South African plays such as Sophiatown or
Asinamali ond the wupdated version of No Good Friday is
the range Of responses that such plays evoke in audience
members of different classes and racial categories.

Vhere white audiences tend to be guiet during scenes of
violence or during racial confrontations,  black
audiences will respond with noisy delight. A number of
white drama students have found this disturbing and have
said “How gan they laugh when it's So awful?” Witk no
research evidence it is difficult to amswer; but the
point 1is that middle class wbite experience does not
reprasent a “totally South African’ experience of the
ganeral conditions that apply in South Africa, any more
than Afrikaans language plays can claim to be represent-
atively Sowt) - <can,

The widespresa use of English to express the experiences
of a wide range of class and race groups tends to
encourage the assumption that any South African play in



Bnglish 1is nore representative of South Africa, because
of the assumption that language and ideclogy are inter-
changeable concepts. This is pateatly wmsound, W¥haile
English 4n South Africa is closely associated with the
hegemonic epread cof English ideclogy, the multiple
functions of Englisk in almost all racially and class
defined groups in South Africa precludes the kind of
unanimity of ideclogical assumptions that middle class
VESSAS make.

Dramatic Stereotypes and VESSA Ideolo

Vhen Slabolepszy describes bimself as representative of
“the people” this has to be interpreted within the
particular context of South Africa’s racial and class
divisions. He does not speak for all South Africans; nor
ie his 1declogy a pational one; though it may well be a
dominant one. (Dominance in South Africa refers to the
control exerted by a numerically minor group, which is
further  divided by language affiliations), For
Slabolepszy, then, and the people he does represent, the
norms appear to have emerged from a historically deter-
mined set of conditions: In the world of SNAP divisions
of race, class and education pre-exist the present and,
he implies, are natural phenamena. His characters can
only respond to these in various (usually unmpleasant)
modes of behaviour. And the forms of response are sean
ae characteristic responses to the “natural” laws of
race and class. So Forsie's att~mpts to learn Zulu and
perform a gumboot dance are as typical as Vince's belief
in his father”s dictum that

the day you let a kaffir get the better of
you that”s the end, (p. 50>

Equally typical and  therefore “understandable” is
September”s fesar of state reprisal should he come to
official attention:




Boss I°ve got no permit. No papers. I lose my
job. They send me back hame. (p. 65)

The naturalising and generalising of racial and clase
stereotypes that occurs in the play functions as a cata-
lyst to confirm the fixity of the ideological categories
these typical characters represemt.

Racial difference is a significant “fact” in the play
and violent inter~racial differences caa be dealt with
only by careful standardising of the manner of thase
contacts. Vince and Forsie offend because they deny the
(WESSA) model of ‘“correct” behaviour in their inter-
racial contact. This model presupposes politeness,
restraint and socdal distance among strangers. For the
WESSA audiences denying this wmodes will allow them ta
sympathise with Vince and Forsie; sustaining the model
means they must condemn their representatives. This
produces & fundamental ambivalence in the play; for
Vince’s dramstic flamboyance and Forsie’s naivete make
them eminently appealing as individval characters. Yet
the model of “correct” behaviour that September provides
provokes moral outrage at his treatment. There is a
conflict in the dramatic funotion of these charactars
bere;  betwsen their symbolic representativeness as
stereotypes and their presentation as socially real
individuals. To resolve the dilemma an audience can make
only ons ©f twa choices: accept the stereotypes as
“true”, in which ocase dramatic distancing oocurs and
questions of ideologicael prineiple provide the “meaning”
of the play; or deny the sterectypical in favour of
sustaining the framewark of social realism, in which
case ‘the play represents an “unfortunate” incident which
does not reflect general standards of middle olass VESSA
behavieur. This option allows the audience to dissociate
itsel? from the oharacters and escape into vicarious
enjoyment of the peepshow variety, Naither choice is
satisfactory, The first asserts the truth of fixed




sterectypes and cushione an audience from the effects of
Vince and Forsia’e dramatic characterisation, The second
diminishes the significance of the action, by making it
an isolated incident, unrelated to other dramas or to
real questions about ‘the ways in which such incidents
result from actual conditions in South Afriea.

Neither choice dinvolves examining the pre-existing
ideclogical categories that produce these notians of
difference, Moral judgements become a persanal affair
for each nember of the audience. It becomes a matter of
confirming or denying the ideclogical “truth” you
already know, rather than probing the unarticulated
assumptions on which middle class ideclogy rests. Hemca
there 1is an empbasis in nost of the critical reviews on
the emutional impact of the play as drama, rather than
its  cuwltoral significance as an expression of the
consciousness of a particular section of Bouth African
saclaty.

Becouse playwright and most audiences shared similar
idenlegical perspectives, what precisely these might be
went unremarked and audisnces were able to frame the
dramatic experience within the narrow margins of
personsl marality. Reviews commented almost exclusively
on Vince's ‘intemse pain’ and contrasted this with his
“vicious revenge’ (Hough, 1982); September’s “gulet
suffering” and hie “courage and dignity of a proud man
in a hopeless and humiliating situation’ and on Forsie’s
“childlike nature and murdercus anger’(Venables, 1982).
Venables particularly focused almost exclusively on the
emotional appeal at the expense of cannecting this to
actual oconditions as he experiences them, He saw the
play as

contrasting elements of pain and laughter,

violence and pathos ... 80 that the audience

rides a mort of emotional roller coaster.
(Venables, 1082)




These views unconsciously enact WESSA ideclogy as it
applies to concepts of drama. Underlying assumpticne of
separateness dislocate theatrical performance from other
cultural forms of experience, Drama seems to function
autonomously, and serves ite society as a safety valve
for eumctional release, in the Aristotelian sense of
catharsis, Drama does not seem to contribute to “real
life” in any but the most marginal way. The production
@f SNAP {n {ts confirming 1idealogical aspects can b
@aid to close the ideological circle ~round the theatre-
going VESSA and to promote his isolation in a safe and
exclusive position in bis esociety by affirming the
stability of the artificially constructed framework of
his society and sustaining the dominant discourse that
produces mythieal stereotypes such as Vince, Porsie and
September.

EEATURES OF LANGUAGE AND SOGIAL TYPING
The social typing of the charascters in SNAP is achieved

primarily through specific language features in sach
character-s English usage.

Ving Language

Vince's registsr offers the mnost flamboyant departure

from “stan © SAE, of his 1 inelude &
vocabulary derived from Afriksans (jol, kaalgat); 1950s
tsotsitasl (tjerrie); schoolboy and petty oriminal

soctolects (zoll, ohaff, ny chine, cossie); as well as
the cliches of Hollywood films (A man“s got his
pride”): 1ideclectical variations of general platitudes
¢1f you want a goose you got to catch them young and
treat them rough. Time and chicks wailt for no man,
man“); and conscious inversimms of fawovs utterances
C“one giant swipe for mankind®).




He switches easily from standard to idiomatic and
idiosyncratic forms which creates an impression of
versatility and range in his linguistic contacts, and
implies an intellectual range and emotional responsive-
ness whieh is not borne out in the narrow and rigid
range of his actions, For instance, in his contemplation
of potato crieps, the linguistic flaxibility suggests a
poetic conscigusness lurking beneath the glib external
character we See in the play:

I mean check at the shaps. Deliocate wafer,
Tiny ripples for artistic effect. I mean this
isn"t just sommer a chip any more. It's a
bladdy twentisth cemtury work of art ...
Picture it, Forsie. Moersa great factery
somewhera Mountains of fresbly peeled
potatoes moving unsuspectingly towards the
slicing machina ... chop chop chop chop pssh.
Deep fried in golden batter, drained, sprink-
led with salt and vinegar - pshoop, Vacuum
packed for your satisfaction and mime.
tpp. 36-37).

This is perhaps the poetry of advertising, but its
proximity to the “unpoetic® vernacular, together with
the emphasis of sensory verbal sound effects, serves o
imply dramatic three-dimensionality in the character
which 1is not sustained later in the play. The stereatype
inflates momentarily with the possibilities of a fully
naturalist treatment, but subsides again,

This example points to a weaknese in the control of the
language“s dramatic function, which s less apparent in
MLA. It seems that the linguistic exubsrance of GNAP is
not always directed sufficiently towards the dramatic
depietion of cheracter so much as it is used for its own
sake, Compare, for example Vince’s linguistic puns with
those used by Wes in MLA;

Ves: Hellp, this . veslsy Buys. I°d like ta

spesk with Nr Harold Wairwright ..
Buys - as in Laseball bat,

Farsier I"ve never thought about ohips like
that.




vince: You should, It’s a humbling experience
...Not to mention the microchip ... Now
there’s a chip. (p. 37)

In the former the weakness of the pun points strongly to
Wes® uneasy attempt at social familiarity with those he
regards as his socisl superiors, With Vinoe's play an
words the linguistic gawe is both a linguistic and
drapatic non  sequitur, used simply to provide an
opportunity to exercise the playwright’s wit, In the
context of broad sterewtypical performance it wauld be
acceptable (Tom Stoppard‘s farces use this technique
frequently) (5> but yoked so closely to the attempt ta
render Vince as a rounded character that ocours immed-
iately prior +to this, it has to be seen as evidence of
drematic uncertainty on the part of the playwright.

The foregrounding of language for its own make 1s a
feature of Vince’s language in SNAP. The control of
register 1is more finely developed as a dramatic device
in MLA. Linguistically Vince is perhaps the precursor of
Cowboy: their speech 1is similar in its reliance on a
wide range of derivative phrases, given slight idec-
logical particularity. But whera Cowboy’s speech
pattarns ave picked up and echoed by Ves only when the
potency of the past draws ¥es away from his attempt to
make a wnew future for himself, Vince's and Forsie’s
utterances are only ninimally distinguished from each
other.

Features of Forsje’s L Usage

Farsie’s speech seems %o be a restricted version of

Vinces. Both are marked fairly consistently by
abbreviated verb forma;
such as

Porsie: 1 geh a job

and So what we going to do?




Vinece:
and

But both can and
verh forms just as

Yau scheme you a ace with your maney?
So what you okes discuss?

do use extended grammatically standard
frequently. For examples

1t

Forsie: ¥o, I was just saying Hollywood,
That"s where 1 would go. (p. 81>
or dre you trying to tell me you didn”t
do 1%7 (p. 42)
Vince: People have been whizzing around up :

there the Jlast twenty years. Okes
like you and me, we haven-t even besn i
averseas. (p. 31>

is difficult to aocount far the co-existesnce of both

there ssems
use of one

to September,

to
ar ©

or the eubject

these forms in Forsie’s and Vince’s speech. Dramatically

be 1ittls significenmce attached to the
he other, either in terms of character,
they are discusaing, Vhen either speaks

bowever, they consistently use the pidgin

form,

which

may indicate their belief in the aducational

superiority

their

white categorisation gives them. This

would find support in September’s  angry rejoinder to
Vince:

Vince: Gan“t he read?

September: Yes 1 can read. I can also write. But
even if I couldn’t read or write that
doesn’t wmean I°m stupid ... You think
bacsvee some of our people cant read
they cant think. We are not stupid.
<p. 803,

We know that Vince has cumpleted Standard Nine and 1t is
implred that Parsie’s education has been less than this,
Septe:ier”s language ,hers i& much ocloser to standard
educi:ted English than either Vince’s or Forsie’s, though
the histuey of his employment as a delivery “boy’ does
not preclude the posaibility that he is better educated
than they are. Cartainiy he has nat achieved the “blacdy
three-piece sult’ that Vince takes such exeeption to
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when it goes with a black face because ke fsels threat-
ened by blacks who are educationally equipped to get a

better job than he is. The language differences, thenm,

do not apparently point to educational distinotions .
either between Vince and September, or Vince and Forsie,

Indeed tha latter are only very loosely indicated

through Farsie‘s ighorance of commonplace information

about Hollywood, the landing on the moon and his
speculation that perhaps the Milky ¥ay is visible only

in Durban, But this lack of access to information is not

necessarily seen as a consequence of lesck of formal !
education, and cartainly is not exhibited by ignorance
of the rules of grammatical expression. Slabolepszy
seeme to have taken dramatic licence to extreames in this
regard, In consequence the sterectype that Forsie
represents is sometimes stretched towards earicature.

In terms of the use of vernacular vocabulary there ie i
the same inceneistency and blurring of dramatic distinct-
iveness between Forsie and Vince, Forsie uses it almost
as much as Vince, as, for example:
Vince, stop gooing strop now, man (p. 36)
and 1 think she smarks me. (p. 28)
but the choice of slang appears mot to b connected to
the subject under discussion.

The absence of linguistio significance in the forms of
expression Vince and Forsie use tends to undermine the .
individuality of eech character and enhance the

generaliuing of the ypes to the point
where they become two aspects of the same mythx, Forsis
assuming a “tamer® and weaker version of Vince, The
perfoirances in this way turn inwards theatrically,
creatisg & kind af self-conscigus performance within the
theat

al performance, Vinee and Forsie perform a kind
swic double act for themselves as much, if not more,
fur their theatre audience. The audiance thus be-
come: : witness at one remove of the linguistio action. . .




This may be an effect of the close Zfriendship and
worki 4 partnership of the two actors who played these
parts (Paul Slabolepszy and Bill Flynn), though this is
diffieult to assess because there has not yat been a
local praduction where Vince and Forsis have been playad
by other actors, But I think that at least some of the
emotimnel vitality and spontaneity that was remarked on
by many audience members overflowed intm the dialogue to
create this sense that tha actors were entertaining each
other within the character relationships, The difference
between the first draft of the wmeript and the final ' :
published text shows how much collaborative work in
rehearsal modified the original dialogue.

BUMMARY.

The dramatic world of SNAP is thus sharply differen-
tiated from the “real” world of the WESSA auwdience
through the creation of s common dramatvic socialect far
the two WESSA characters, But within the dramatic world
fine discriminations between characters are blunted by
the common register they both use, This, coupled with
conspicucus abeences of information in the personal
histories of the characters,increases the genaeralising
tendencies identified already in the ideological
constructions of the play. The dialogue, whils largely
succeseful in creating a dramatic register uniguely its
own, is not finally dramatically serviceable for sharply
defined dramatic characterisation, This in turn creates
uncertainty in audiences as to how to place the dramatic
characters and the theatrical perforumance in relation to
their own perceptions.

Slabolepszy”s later play Naking 1iks America demonet-
rates a firmer linguistic control which enables it to
ofifer a more cohesive theatrical experience and thus a
more coherent ideclogical statement. But bis most recent

[ .
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production, a series of sketohes entitled Irmvelling
Shgts <(December, 1988) appears to be plagued by the same
theatrical and ideclogical uncertaintiss as

Saturday
Night ot the Palace.
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Saturday Night at
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contribution
acting award:

3. “His plays
and Hebrew”

4. For an acc
and enacted
al (1988).

productions: Highrise Cowboy and Pegple

ward - Most Promising Playwright for
?alage, Standard Bapk Young
the Year Award (Grahamstown 1983) for his

to South African Drams; as well as
s. (Programme notes 1986; 1088).

have been translated into Germen, Swedish
Programme notes (PACT 1988).

ount of how these mythe are constructed
by dominant legislation cf Boonzaier et

5. of for eg: Stoppard,

Vithenshaw:

These Americans, they get in every-

where,
Gocklebury-Smythe: Far too many of them about

McTenzle:
Chamberlain:
Withenshaw:

Hear, hear!
absolutely!

(to Maddied: Wpuld you care to take my
appendiz  out mss it round.

(birty Lipen, p. S1).




CHAPTER 6: AFRICAN L SP 1N RELATION TC
ENGLISH

We cannot afford to be uncritically compla-
cent about the role and future of ERglishk in
South Africa for there are many reasons why
it cannot be considered an innacent language.
The problems of society will also be the
problems of the predominant language of that
society, simce it 1is the carrier of a range ,
of sacial perceptions, attitudes and goals.

Through it the swpeakers absorb entrenched
attitudes. (Ndebele, 1986, p. 21)

In tracing the historical relations of African languages ~
speakars (ALS) to English it is the association of
English with key institutions and structures of
domination that commands attention rather than the
functional use of English in isolation. That English
was, and is, a major second language internationally as
well as locally, s too well documented to require
arguing here. What does seem necessary is to trace how
apd why English has so successfully dominated other
South African languages.

Historically English’s most potent successes bave bean
in the spheres of education (through the church) and
capital - what Marks and Rathbone (1962) described as
“the equally constraining demands of Gold and God’ (p.
33). Politically English bhas emerged as a force for
oppesition and in an ambivalent sepse has provided a
common  language for many disaffected South Africans from
different language groups. Culturally its international-
ity has ensured that it meets with little challenge from
other South African languages. Secially it has impinged
on other cultures to the degree that it has successfully
brought its own standards, conventions and aspirations
ta bear on existing soclal practices.




But these empire-building characteristics of English
history in South Africa have had constraints upon them
too. [t has not been a victory by default, These may be
identified by considerations of the concepts of race,
class and natlon, which in South Afriea are inextricably
bound  together in the formation of perceptiuns of
identity, For ALS as with all other groups officially
designated through these concepts, the use that has been
and is betng made of English provides a critical point
of reference.

In this section, thenm, I propose to point to some of the
historical effects of English usage in education, com-
merce and dndustry, and political discourse. This is an
enormously complex area, for these are not autonomous
entities. In the ocase of Black Scuth Africans, partic—
ularly, as Marks and Rathbone (1982) point out, “the
relationship between the political and the economic, or
most crucially ... the relationship between class
formation, political consciousmess and culture” (p. 7)
15 dense with complexity because

we know remarkably little of what these
dramstic (historical) events meant for Black
South  Africans in terms of the changes
wrought in their material conditions, or how
these changess were shap.d by, and in turn
reshaped  their culture and oconsciousness
(o 1)

Hecorded history is largely silent just at those points
which could most pertinently reveal the cultural effects
of political action on those who were dispossessed by
it. It is only recently that the recovery of such infor-
mation as these historical silences blanket, has begun.

In considering such evidence as is available, it is
necessary %o bear constantly in mind that interpretat-
ions of tbis materlal are subject to the oultural and
lingulstic as well as bistorical differences that exist
between the researcher and the experiences he descrides.




Given thie provisn, I shall be attempiing to trace a

connection between the waye in which English has served

various and often contradictory functions in the pro-

cesses of education, industrialisation and the political
subordination of Black South Africans through its role

as one of the crucial markers of conscious identity

within the context of racial, class and national para-

digns. This is in no way meant to imply that such an

account 1is any more than highly selective. Its purpose .
is to discover some of the historical conditions which
may clarify the attitudes of ALS dramatists to contem
porary drama in English.

1. EDUCATION AND ENGLISH

English and the Mission Schools !

The educational work of the e “ngelists and
mission schools marked the begi: the hegemonic
success with which English radica sltered African
perceptions of African culture. Mphahlele (1980)
identifies .

svents that were conditioning and redefining
the culture of the African pacple in the
aineteenth and early twentieth century

a5 (among others), .
1 evangelisation and the

4
y

establishment of church schools, teacher-

training institutions and presses. (p. 3)

The effects of these are exemplified in = series of
addresses given by D.D.T. Jabavu at “Native Teachers®
Conferences” during 1918-1920 (Jabavu, 1020>. Jabavu
continually urgsd native teachers to live up to the
demands of “eivilisation” in their codes of behaviour,
dress and intellactual habits,
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The native teacher is too apt te forget the
impartant fact that he iz an agent and
ploneer ©0f civilisation in his location,
(. 79)

he declares. And elsewhere:

Vorries have to be faced, fought and overcome
by opur teachers if we as sn African race are
to attain to the intellectual and moral
requirements of true civilisation. (p. 70)

Or, in ancther address:

The teacher 1is one who constitutes a con-
necting link between the manifold secular
intereste of the village and the Church. It
is through the agemcy of our teachers that
the 1ideals of oivilisation and Christianity
are going to be tranmmitted to our masses at
large. (p. 773

Jabvavu’s addresses vividly enact the cultural collision
that occurred as a result of the combination of English,
education and Christianity within mission schools such
as Lovedale. The three aspscts of anglicisation become
almost dinterchangsable and all produce an ideclogical
shift away from familiar practices towards “civilisat-
ion", whose “superior® virtues are absorbed in the
learning of the English language.

Vhat Mphahlele (1080) recognises as “the grand Christian
design for the taming of the African landscape, both
human and physioal® (p, 3), produces in Jabavu e state-
ment of belief derived from the irresistibla hegemonic
pressure of these combined forces, Even where these are
recognised es the means of ensuring his own disadvantage
in the ‘“civilised” world be seeks to enter, he himself
becomes the means of spreading the “gospel’ of “civil-
tsation”,

We have adopted European habits
he assarts

our wants have inoreased, we believe that the
satisfaction of thooe wants is a step in our




evolution to a better and fuller life and yet

they (our Burcpean friends) give many of us

wages less
ed Natives

For him, “taming® is
©ld tribal system to
72> in which “our
nman® (p. 82),

Evan the evident fail
“native teacher wit
confirm bis entry an
shake the ideologica.

than those given to many uncivilis-
in the larger towns. (p

a “stage of our transition from the
the European idea of city life’ (p
model of civilisation is the white

ure of the white man to provide the
h  the financial power that will
d progress in civilimation does not
1 tenets Jabavu has learned aa

succassfully
perception
alternatives

in

his English Christian education. In his

there are no possibilities of opposition, nor
to the inevitable path towards white
urban, capital power. This is a classic case of the sub-

ject actively co-operating 1in his own subjugation with
all the strengtk of his “own” conviction. While Jabavu
recognises, tco, the manipulation of comcepts of race
occurring within his society, charges of raciam are not
laid at the door of “our Eurcpean friands”, but are seen
¢(in a curious hegemonis inversion of the terms nf per—
ception) as “tribal distinctlons (whlch} were perimps
useful in primitive times® (p. 82), This displacement
would be ironic if it were not so tragic, for it reveals
the degrea to which English Christian educated dogms has
succaeded in establishing itself as a mano’ithic irrefut-
able ideological structure, against which oOpposition
defeats itself, Dany it and you are “primitive’.

Thus the white
and  culturally
porates belief
taught in its
Jabavu, in the e

Today
legis:
compr

man‘s supremacy economically, pulitically
is unquestioned: religious belief incor-
in the educational and cultural practices
name, each confirming the others, So for
arly twentieth century in South Africa

we ars wil under the white man and he
lates not ror Bacas and Fingoes only but
ehensively for “Natives" as from the
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Native Affairs Department, The evil of it
lies not in differences of name but in the
that ai n ennity.

. 62)

Like God, the white man is exempt from the conditions he
imposes; his difference is marked by a grand benevolence
in treating the “less civilised” in the same way; such
guilt as may be apportioned is the responsibility of
those who differentiate among  themselves through
“ennmity”. The fundamental enmity that dodinance and
subordinaticn implies goes unrecognised.

This kind of ecollaboration 1in one”s own “taming” is a
featurs that Reymond Williams (1977} {dentifies as the
means by which hegemony most distinmctively operatea as

a whole body ef practices and expectations
»»» & lived system of meanings and values ...
which as they are experienced as practices
appear as reciprocally confirming. (p. 110)

The role of Bnglish in this hegemonic process is perhaps
the nmost orucial of all the three elementsi education,
religion and language. English servad #s the mediator
between the church and education on the one hand, and
the colonised participants in these practices on the
other. Autonomous from education and religiom, the use
of English brought with it its own suclal practices,
beliefs, assumptions and institutions and established
its own cultural bistory, resistancs to which was almost
inpossible as long as English was used,

1f formal education is primarily to do with the trana-
mission of {dess, concepts themselves, as Mphahlele
(1884) asserts,

are oxly possible when you have a language
for them.

Likewise, 1f you have a language you can create new
ooncepts. But Nphahlele found that




the mother tongue was not equal to this,
<p. 98>

Thizs is a moot point: peyeholinguists (MeNeill, 1987)
and translators have long debated the degree to which
language and idess are connected and in what ways. The
debate is too complex to probe here. Nevertheless it can
be stated that there is a connection between conoepts
and the language in which these are framed.

For Jabavu +there appears tw be a loonser conneotion than
Mphahlele suggests, for Jabavu tentatively implies a
role for “the nother tongue” (in his case, Zulw) in
creating new concepts when he urges teachers to read:

The reading of newspapers is valuable alsa, A
progressive teacher acquires from his reading
at least one new idea every day and one new
idionm in the English language. (p. 68)

Ane . Lowhere:

Y=< as teachers should each subseribe to at
least two newspspers, oay one English, the
other Zulu .., %o ventilate your minds with
the fresh breezes of new ideas from the world
of eclence and literature. (p, 74>

Zulu appears somewhat forlornly here in the comlext of
such linguistically and cenceptually specific categories
as science and literature,

1t appears top, from Mphahlele‘s acoount (1980) af
oriticism by the poet 1.V.¥. Gtashi as early as 1883 of
the Zulu journal lsigidimi,that even other languages did
not escape from the enforcement of “English ideas”

the paper silenced attacks on the white
administration made by Africans but gave
prominence to articles that were favourable
to whites. (p. 2)




Literacy apd Boglish

Another hegemonic effect of the promotion of Bnglish
usage is evident in Jabavu's belfef in the value of
reading: the assumption of the supremacy of the written
word over spoken language, In South Africa there has
been and continues to be a relatively small amcunt of
published literature in indigenous South African
languages (including Afrikaans) compared with that af
Engiish, This is not only due to the predominance of
English as & spoken langusge ~ econamic factors and
access to published material from outeide the country
assists the process.

Regarding the publishing of African language material
specifically, however, Mphahlele (1980) asserts that

as  Afrikaans publishing has captured the
largest shars of the school market of African
areas ... scores of manuscripts in African
lenguages  are entirely prevented from
reaching the schonl readership and the
general public. (p.

Vhile this may be =0, I would suggest that Afrikeans
publiebing is net the primary cause of ‘the lack of
published material in African languages. Vhat tbis may
more fundamentally be ascribed to is the tondemcy for
the written word to be privileged over the oral and this
is pre-eminenmtly attributable to the incorperation of
education into the territory of the English language.

English litersture has since the eighteenth century (and
some might argue, well before then) laid olaim to elite
and unchallenged status as the repositary of English
cultural values, Stephan Gray (1985) suggests that in
the movement from arality to literascy that began in the
last half of the nineteenth century and continuea today,
Literary activity in orthodox Western forme

is still a somewbat elitist aifair, confined
to a relatively small readarship. (p. 10)




In South Africe this has only recently begun to be
challenged, for no other loeal language could
demonstrate so stable and durable s canon of linguistic
cultural artefacts. The arrival of “clvilisation® meant
the introduction of all that wae finest in English cul-
tural history. Plays, poems, novels, - and reading and
writing - in English were thus presented and promoted as
the best that civilisation could offer ip the way of
standards, Access to reading and writing meant access to
these standards, so the acquisition of reading and
writing skills was ine bly tied to the supplanting
af flexible oral standards by a naw English, literary,
standard,

Hence English could sustain its privileged status
through the access it gase to the printed word and this
was an ares in which other South African languages could
not  compete. Afrikasns simply did not have the volume of
printed material that was available in Bnglish; and
African languages had no literary traditien at all. The
struggle for Afrikaans” independence from its literary
antecedents effectively depleted the Afriksans canon of
literature, thus diminishing the assistance of cultural
nistory in formulating concepts of Afrikaner group
identity,

For Africans the primacy of the written word diminished
the value of their cultural history, which was sustained
by & strong oral tradition. Oral culture became asspoiast-
ed with ‘primitiveness®, literacy with “civilisation’.
4And  Bacause literacy was attainable largely through
education, which was controlled and taught by the
English, this interdependence ensured that English - ite
values, standarde and usage - determined the oultural
values for all, GSpeaking English was good, because it
enabled you to make contact with those that could pro-
vide the educational skills that permitted you to gain
acceptance in the new oivilisation. The acquisition of
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spoken English would promote your perception of the need
for reading and writing ehille; and these would be pro-
vided in Engiish. But reading and writing English vas
batter, becmuse it demonstrated educational status as
well as an English cvltural standard,

Inevitably the mssociation of English usage with litera-
ry standards promoted literary competitiveness among

second  language English speakers. For if literary . .
English provided the standard for “civilised” accemplish-

ment, then =mecond languege writers would be required to

demomatrate their qualificationa for entry into civilisa- R

tion through literary style,

Thie meant that 1t was unlikely that Baglisb itself “
would be revitalised through the injecticn of oulturally

specific African experience and expression inta the

canon of ‘good English Literature’. Barly African litera-

ture in English exhibits this comstraint quite uarkedly.

Lanbam (1976) asserts that this is still the came today.

Africap Eglish in South Africa, he seys

stands constantly in the shadow of English
English and unlese a speaksr or writer knows
that he ocontrols the latter any public
display of African Emglish dis marked by
hesitancy and self-consciousness, (p. 2003

The cultural imperative that such English English
demands ©f second language FEnglish users leads Crunin
(1985) to diecern a “disqualification® effect operating
an  African writers which extends beyond linguistic
skills. He observes that: .

Written 1into the dominant diseourses in Soath
Africa 18 & severe exolusion of blacks ...
the African Emglish language poets in Houth
Afrioa are, then, operating within a language
that is redolent of social significance, and
which 1is widely experienced in a disqualify-
, ing manner. (p. 28-29)




spoken English would promote your perception of the need
for reading and weiting skills; and these would be pro-
vided in Bnglish. But reading and writing English was
better, because it dencnstrated educational status as
well as an English cultural standard,

Inevitably the assncistion of English usage with litera-
ry standards promoted literary cenpetitivensss among
second  language English speskers, For if literary
Bnglish provided the standard for “eivilised® aceomplish-
ment, then second language writers would be required to

thair qualificatd for enmtry into oivilisa-
tien through literary style.

This meant ‘that it was unlikely thaat English itself
would be revitalised through the injection of culturally
specific African experience and expression into the
canon of “good English Literature’. Barly African litera-
ture in English exhibits this constraint guite markedly.
Lanhan (1976) asserts that this is still the case today.
African English in South Africa, he says

stends constantly in the chadew of English
English and unless a speaker or writer knaws
that  he controls the latter any public
display of African Bngiish is marked by
hesitancy and self-conscicusness, (p. 280>

The cultural imperative that such English Bnglish
demands of second language English users leads Cranin
<1985) to discern a “dimqualification® effect operating
on  African writers which extends beyond linguistic
skills. He observes that:

Vritten into the dominant discourses in South
Africa is a severe exoluslon of blacks ...
the African English language poets in South
Africa are, then, operating within a language
that is redolent of socisl significance, and
which is widely experienced in a disqualify-
ing manner. (p. 26-29)




In the 1light of this sobar reflection 1 would suggest
that where literary English practice by Africans in the
Seventies did produce a negative self~consciousness, in
the Eighties this is being transformed, largely through
dramstic  literature and most noticeably in theatre
performance.

The =hift to drama seems to have oocurred because

gramatic writing and theatrical performance are more i
immediately concerped with spoken forms of English and

s enable the writers and performers to recover and

revalue orality, and thus the powerful features of .
orality, that were so recently despised in compariscon
with literary traditions. This has provided a means of
escaping the disqualifying experiences associated with
becoming entrapped in the dominant ideological myths of
English literary tradition,

Where the processes of appropriating Epglish to serve
African consciousness in literature bave tended to
founder under the sheer immutability of historical
traditions attached ta English, thestrical performance
can far more readily capture contemporary consciousness
spontenecusly and immediately. The ephemerality, change-
ability and apparent informality of the spoken word,
compared with the fixity and enduringness of written
words, make public theatrical performance emipently :
suitable as a means of freeing expression from pre-
seriptive aesthetic criteria. The exchange between
exprecsive and oritical ciscourses in performsnce is
lese critically weighted then in literatvre: imnovations
in  linguistic forms of expreveion can coour more readily
because judgements are likely to be made on social
rather then sesthetic appropriateness; and as play-
wrights and per know from with censor-
ehip lawe, spoken language is far wmore difficult to

control by reference to pre-existing standards.
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Hence for African writers considerably more freedom is
offered by this form of cultural expression; aestbetic
or  political constraints from historically dominant
value eystems occur generally only after the primary
cultural event - the performance itself. This coupled
with the concept of theatre as a “halfway bouse’ between
literacy and orality (de Kerckhove, 1987 perhaps
explaina the emergence of theatre 1in the Eighties in
South Africa as a highly popular ocultural farm of
expression for African users of English

Crality and English

In current South African conditions - with a seemingly
continuous State of Emergency and the accompanying
stifling of the written word - the pressure on spoken
language as the cultural inheritor of literate African
conscinusness has produced a situation where English
appears to be rediscovering its own orality, The greatly
incressed interest in the oral cultures of Afrisa (as is
evidenced in history and sociology departments) has
contributed to the redefining and revitalising of oral
English as a cultural carrier.

This in turn 1is ocreating valuable connections among
previously separate areas of language use among second
language speakers and bome lenguage speakers of English
The resdiness of ALSs to use English to express black
Sowth African consciousnass, coupied with the willing-
ness of VESSAs +to expand their cultural contacis, is
creating a rich oppartunity for English to function
culturally at least, as a meeting point in the apartbeid
wasteland,

Since +the beginning 0f the Eighties South African
theatre productions have shown a marked increase in work
produced by multilingual companies  from workshop




processes. The proportion of second language speakers of
English in farket Theatre audiences has been noted by
the management of the theatre complex with some satis-
factien (1> (though there are no statistics avallable),
The 1988 Amstelfest good  audi and &
variety of performances in a variety of Englishes and
ather South African languages. Multilingual community
cultursl centres are functioning in meny areas of
Johannesburg and Soweto - usually with English as the
medium of teaching (because teachers and puplls bave

English as the only common 1-°wuaged(2} and the
pressure for contact, sSo effectively countered in the
political arena, appears to be finding an outlet in oral
cultural areas, particularly in theatre. ALS writers amd
performers are presenting more work in English (3),
using the opportunity to introduce non-ALSing audiences
to their experiencss and sim:ltaneously popularising new
theatrical forms and English ianguage varieties in the
process. The success of produciions suck as  Bopha,
Asinamall, Woza Albert, Sophiatcwn and Sarafina, both
here and 1in mome cases in Burope and the United States,
lends support to the view that nan-ALSs are as eager to
learn about as ALSa are to articulate their conscious-
ness.

Culturally, then, English seems to be acceptabla to most
as the language of cultural uwnity im multiplicity. The
benefit to Englisb i potentially enormows: legislated
language boundaries are glving way, with tha resulting
variety and flexibility,

For the ALS playwrights and performers the incorporation
©vf English into the multilingual context of othker South
African languagee ensures that it can ba used with
greatar confidence because it relieves them Of the
necessity of conforming to prescribed standards. What is
being sald has never been sald before in English, so
traditional rules cannot apply. For the VESSA audiences




new conseiousness, expressed in new linguistic forms
engages them in cultural discoveries at the same time as
they are exposed to new linguistic perceptions of their
~own®  language, providing them with the safety of
familiarity while readjusting the linguistic conventions
that such familiarity can nake stale.

So for both VESSAs and ALS second language English
speakers the freedom of linguistic association that
Emglish usage in the theatre is currently providing may
well be a small but hopeful sign of a viable new South
African consciousness

2. CQMMERGE AND INDUSTRY

Englieh and the Forpation of a Black Urban Vorking Glass

Where the use of Afrikaans is pre-eminently associated
with the acquisition of power through the acquisition of
land in the nineteenth century, English is assaciated
with economic control through commerce and industry. The
industrialieation and increasing urbanisation of South
Africe with the development of the mining industry
provided the conditione for Bnglish to dominate, through
the decline of agriculture that went with urban
tndustrial growth

Callinicos’s accounts (1082; 1986) of the political and
economtc pressures on African and Afrikaans farmers to
move to the mining centres of Kimberley and the
Vitwatersrand provides @ wealth of information about the
effacts of the English-speaking Randlords® control of
black and Afrikeans farmers. The rapid growth of the
mining  industry and resulting political legislation
dasigned to promote the flow of cheap labour ta the
nines and to Afrikaans-owned farms, brought race and




class-based alliamces +to bear on identities hitherto
based most strongly on language and culture (4).

With the alliance of Afrikaans and English speakers in
the interests of capital, black workers were increasing-
1y separated from control of the conditions of their
lives: frem a rural population they rapidly transformed
into a largely migrant urban proletariat through legis-
lative coercion. They were leolated linguistically and

onsolidated as a di class partly by their
unfamiliarity with either of the languages of domi-
nation,

Because White skilled and semi-skilled workers perceived
African workers s a threat tu their own livelihoad -
legislation using racial distinctions oreated African
workers as 8 separate and more exploited class within
the proletariat - African workers wers further discrimi-
nated against in terms of wages, working hours and other
constraints upan their working lives. Capital pawer was
obliged to juggle ite need for regular cheap migrant
labour with its need for the skilled labour of immigrant
Eurcpesns 13 the investmDent in mining was ta whow satis-

g
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factory profits

The Rendlords dealt with these difficulties by inventing
racial categories which would effectively separate and
maintain these conflicts of ipterests, while securing
the lowest possible costs for unskilled labour and
satisfying the skilled labourers with comparatively
higher wages and shorter working hours. Legislation such
as the Job Reservations Bill ensured that the relatively
wellworganised and unionised Buropean workers were pro-
tected from competition from lower paid African workers,
the cultural effecte ©of which were to redirect class
interests along racial or “ethnic® lines (Boonzaler,
1986; Chapter 6, pp. 79~99). Language thus inevitably
became a ocruciazl feature of economic class distinctions
becanse of 1ts function in determinimg etbnicity
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Acrogs Etbnie Divisions

Linguistically one of the mest interesting developments
arising from these economically engineered perceptions
of ethnicity was the growth of “fanagalo’ as a mining
regimter which served ae & crude pidgin lingua franca.
Limited in vocabulary and grammatical structures 1t
incorporated primarily Zulu vocabulary and served o
issue commands from white foreman to Black workers.
Initially 1t op only at the e, though by
the Fifties it vwas commonly used by white employers to
domestic workers. By +the 1950 mining companies were
including a short course in fanagalo in their “training
programmes”  for all newly reeruited African mineworkers.
But there 1is no evidence that it was ever used by Black
workers among different African languages speakers. It

seems ts bave been percelved as & “white man’s
language®, probably becmuse 1its use daily enacted the
inequalities and exploitation of the workplace, and was
associated primarily with the dehumanising effects of
economtc and political dominaticn.

The bringing together of multiple language speakers in
the mine compounds, however, did establish oommon
experisnces for large npumbers of otherwise different
cultural communities. The enforcement of “home’ language
policies produced as an adfunct the need for a common
language to express this communality of work experience.
Urban wage lsbour oconditions of living, so different
from the rural subsistence farming conditions of home,
required new forms and vosabulary which “home” languages
had no words to encompass, Exposure to a variety of
“ethoie”  indigenous  languages, as well as to the
languages of their urban masters, provided the means for
each language tu contribute to new forms, and consider-
able wixing, of languages, English and Afrikaans wera
used where particularly urien experience was involved,
and the “home’ langusges provided domestic and cultural
expression,




Many complex oross-lingual modes of expression have
emerged through the continved and intensified cantact
among urban Africans. All of them are characterised by
multilingual features combining colloquial forms of a
variety of 1 with one langu tending to
predominate in grammatical structure. Great flexibility
and sdaptiveness 1is svident in their usege: the ability
to adjust during conversation to greater usage of the
language of the listemer is seen as a sign of long
standing urban identity

The tsotsitaal of the Fifties and more recently other as
yet unnamed forms of orose-lingual communication are
exanples of sooiolectical forme gaining widespread accep-
tance as a common language among urban ALS, “S‘camtu”
and “ringus’ are informal namee given to soms of these
forms which are currently used in Soweto. The generic
name “Sowstan® is used te categurise them collectively

They cannot be regarded as fully-fledged languages as
yet, 1in that they appear +to ba regionally specific

thaugh in the sense that they are evalving out of tie
needs of the vorkplace and as expressions of social
conditions 4t may well he that they are well on the way
to becoming so.

Contemporary accounts of language use in Sowsto (5
suggest that among urban speakers af different languages
there 1s a fluid, flexible shifting "common language~
which depends predeminantly on Zulu and Sotho grammati-~
cal structures, but which incorporates vocabulary from
many other linguistic sources, inciuding English and to
a lesser degree since 1076, Afrikeans, The forms it
takes depend on who is involved as spesker and listener
in the exchange. It is adapted by considerations of age
public atatus and degree of intimacy between the
speskers as well as the participants” range of malti-
1ingualism,
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But 1t is not solely a system of “borrowings” - new vocar
bulary is emerging which, according to my informant, is
untranslateable. He gives the example of “tshwe® as a
word which he describes as “an all-purpose action word”
used variously +to indicate phymical mavement, sexual
suggestiveness and a&s an expressive term for emotional
degrees of intensity as various as a “well, what can you
do” tone to a much more forceful and explioltly inten-
tional tone, as in “I711 tsbwe yout®

Goncepts of Languege Purity Among South Afrioan
Languages

Where the white languages have been consciously and
legisiatively maintained as historically eeparate
entities, the concept of language purity among African
languages appears to be sustained only by practical
considerations such as geographical distance from other
language spemkers. Where physionl proximity coours, as
it does 1in urban townships, "purity” ie diminished, So
rural Africans tend. to speak “purer’ forms of Zulu

Xbosa and so on, than do urban African speakers, in the
senee that traditional forms of these languages are not
exposed to other languages in the way that urban usage
1le.

Evidence of this was provided for me during the making
of a television drama for the Xhosa service of the
S.A.B.C, 4in 19883 (8) <(the first drama on a “Black
language service’ whers languages were “mixed” in the
narrow semse that individuel actors from English and
Xhosa language groups spoke their own language’, One of
the urban Xhosa-speaking actors complained that the
“language advisor® (ironically an Afrikasns “home

langusge speaker) kept correcting his language usage

saying he was allowing Zulu characteristios of grammar
and  vocabulary to impinge &n his Xhosa, The actor




waintained that his Xbaosa was dramatically more appro-
priste to the urban educated character he was playing
The “pure” Xhosa the language adviser insisted on would
inetantly stereotype the character as a rural uneducated
person, he said.

The actor then elaborated on his own language background
to me: born in Soweto, he spoke both Zulu and Xhosa at
home, as well as Venda, North and South Sotho; and
Englimia and Afrikaans, socially and at work. He worked
axtensively in all five “black” languages doing radic
commercials for the various radio services, which he
said, indicated the accuraey and acceptability of bis
ueage in each. He indicated that in each of them there
was a fair degree of transfer of grammatical forms from
other African languages and that the commercial sponmors
and the §,A,B.C. allowed this, presumably because the
wajority of the listeners were familiar with this Rind
of usage. “Any Sowstan® he meintained understood and
used sueh cross-lingual forms  conventionally. He
described ‘pure” forms of each language as “old-
fashioned”.

Thie kind of multilingualism confirms Hauptfleisoh’s
finaings (1078, p. 88) regarding bilingual “blending®
among  Afrikaane  and English speakers whare social
contact is oommon. Civen the graater exposure to many
South Africsn languages in Soweto, and the compulsory
acquisition of at least & degree of ocompetence in
English and Afrikeans frem echool, the ALS is eminently
wall-placad to create new versions of South African
languages, as Afrikaans and English speakers are not

Multilingualism in this context has different paramsters
from those operating in the concept of bilingualism as
it applies to English and Afriksans. Where language
mixing is officlally deplored and “purity’ through
separateness is approved for English and Afrikaans, this




is not the case among African languages. Here borrowing
and synthesiming appear te be common practices and as
sueh, are not ble to the J 1 valuee of
“currectness® and “purity’ (except in state institutions
such as the §.A,B.C. and schools)(7)., Vhether this is
the case in written forms of African languages 1 am not
competent t3 investigate, though 1 would suspect that
written forms are more amenable to ideclogical presorip~
tion tham are drama and other forms of oral languege,
The association of literacy with English would tend to
tmpinge on African literature, bringing similar notions
wf “gmod® or “correct” usage tu  bear as oocurred in
traditional Bnglish oriticism, The tendency of literary
criticism to conserve traditional aesthetic standards
znes serve to mke innovations in written language use a

clower process. .

rzlish Usage and s Among ALS of English

:5 considerations appear te de lese prominent in the

uage experience and responses of ALSs; the distino-
batween rura. and vrban applies more strongly, But

ability to sprwi English (rather than profioiency in

r  African lauTiages) does demarcate class conscious- "
Tmis is tizause preficiency in English implies

Zzatizm, The v in which you speak other African

wages  appears not o carry perceptions of class or

status, a3 the way 1in whioh you speak Bnglieh

Thus the artificially ereated “etbnic® divisions

¥ by legislation are not sustained agsinst the

mre .mmediate perceptions of beimg African (ecapomical-

iy own palitically domizated) in oomparison with being

White economically and palitically dominating).

n
o

The :dea of ethnicity assimes fundamental differences in
cuiteral and linguistic Fractices among groups of people
who share similar expersences socially and at work. But

B e e e E—— e ————
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this 4s not borne out in linguistic practice; nor, it
seems, in other oultural practices. It seems that common
experiences ©of aoctual political and socio-econcmic
conditions aver-ride traditional differences

particularly where tradition has been idaologically
manipulated in the interests of preventing powerful
class formations among the disempowered population

Concepts of race as a substitwte for concepts of class
have in & sense assisted the formation of e unified
working class consciousness among Africans in spite of
to frag them linguistically and culturally
because the racial concepts of white and black subsume
cultural differences samong blacks into more pressing
percepticns of themselvas in relation to the politically
and econcmically powerful group of “whites”.

Perhaps the role of English in this context is mast
usafully sumwed up by Neville Alexander (1986) when he
states:

the fate of language is decided in the course
of class struggles in vwhich the linguistio
alemente are never, or perhaps only seldam,
pertinent as such. (p. 82)

3. ENGLISH AND AFRICAN POLITICAL CONSGIOUSNESS

45 co-ordinator of the Silver Jubilee Covference of the
English Academy ©of Southern Afriom, Michael Gardiner
€1986a) said

there 1is open and fntense ideclogical dispute
around every aspect of languege in South
Africa, especially English. (p. 2

Certainly the intensity with which language and identity
are perceived %o reinforce each other in South Africa




makes English in relation to ALSs particularly suscept-
ible tc ambivalent attitudes. For BEnglish is manipulatad
2z = political weapen by all its users here

Widespread usage of English by ALSs indicates that the
question of English usage ia a mapifestation of
conscious ideological choice as much as 1t is of the
begemonic processes. In the context of the struggle to
restst and oppose the dominant hegemonic discourse
English has been co~upted imto the resisting and
opposing farces of African consclousmess, in spite of
1ts association with the dominant power structures

The anomaliss of its position as a political weapom in
the struggle make the position of English as a site of
political struggle a ocrucial ome. For the complexities
or this struggle to discover and assert an all-encompas-
sing South African identity find their expression
largely in English (when the struggle oocurs in language
and not in physical action). The recent suppression of
journalistie reporting of violent action, under the
Emergency Regulations, has to be seen as political
action at least as decisive as the overt physical
brutality that Juppressed the mass gatherings and
marches 1immediately prior to and during the intraduction
of the first State or Emergency

The importance of language in the political arena can be

ed by this oen: P first in the wse that
is made of language as a means of controlling or sub-
stituting for physical action; secondly, in the way in
which the government has used language to suppress other
slterpative per ons in 1 z then, is
placed at the top of a hierarchyi what may be said - and
heard - becomes paramount in attempts to control percept-

ions of ‘the conditions under which we live. In a sense,
what 1s not said or heard does not exist, or can be made
to disappear. The selective newa broadcasting of stata-




eontrolled mass media effactively engenders limited
perceptions and oreates strong systems of belief in the
“truth” of these perceptions by the simple expedient of
removing linguistic (and visual) evidence af events that
cannot  bas made to correspond o a particular world view.
Language tells us whet 1 15 we know; and 1f language
does not  tell us then we ! .ve litile recourse to alter-
native systems vhat can

The growth of political consciousness among ALSs is in
part the result of

a) the co-option of languages (and in particular the
concept of “home languages®) into the atrategles of
control vused by the Qaminant group ta contaln and -
divide the dominated African masses; (8) and

b

African exposure to English as a language that cauld
be used to express African aspirations, to convey “a
message for the white appressors who would Dtherwise
not understand whbat they (Africans) (were) saying”
(Kuneve, 1986, p..48>.

Regarding the first paint - the co~option of language
into the political arena as a weapon ~ Kichael Gardiner ¥
(1986b3 points out .hat

the teacher of English should realise that .
access to language is access to  power, a

power which the users mpst make their own.

tp. 45>

Among Dotk the dominated and the dominators there is
strang recognition of ithe ralation between language

usage and politicel and socio-economic pawer. Each group

in  South Africa includes language amepg the overt

methods and goals of the struggle: the dominant graup

through the force of legislative acts (the Bante

Education 4ct of 1955, for example), +the dominated Al
African group through strategies such as Mphahiele’s




we have appropriated (the) colontal lang-

es, domesticated them - them to
liberative purposes and processes, (Sands,
1986, p. 9)

Race. Ethnicity and ldentit

Official languege policies have ensured that language is
a determining factor in the establishment of “natiocmal”
identities, and 1indeed, a determinant of race (and thus
class) as well. Im 1971, the Hause of Assembly Debates
recordad:

decisive factor by which the
nationality of a person is determined is not
bis birthplace, btut rather bis race descant
and language. (H.A.D. 10 Hay, 1971)

This ¥ind of statement is possible anly in the context
of the cantinuous political necessity that capital and
apartheid created {for themselves to ensure the separa-
tion of the African workforce from ownership of land or
access to the means Of industrial and commercial pro-
duction. The Land Act, the Influx Control laws and the
Group Areas A&ct all emerged from the same imperative
that designed the Bantu Rducation Act: to sustain
capital-labour relations (that is, class relations)
thraugh cadifying them in race and language apartheid.
Divisions of race (the shift in terminology recemtly ta
“nation” dr.s not c¢hange the terms) could be most
effsctively iwplemented through the culturel criterion
af “home” language. The language you spoke (if you were
raclally “black”) would determine your “ethnic” clasai-
fication., W¥hile this may have been relatively eccurate
whils Africans were still located geographicelly in
fairly consistent cultural rural communities, it cal-
lapsed into absurdity with the introduction of migrant
labour policies, which formed workers inta an urban
proletariat,
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As rnew gemerations of urban Africans grew up, the patent
and often tragic absurdity of these dafinitions of
‘race’, ‘“nation’ and “ethnic group” had to be enforced
ever more conspicuously and artificially through the
promulgation of “homeland” policles. Theee laws forcibly
removed “unproductive” urban Africans to geagraphically
foreign locations determined by “racial descent”, deter—
mined either by their “howe language® or their parents
or grandparents) place of origin, each of which pro-
vided evidence of their “ethnic” ani personal identity

This system Of control is a good example of the way in ¥
which ideological systems are self-sustaining amd self-
regulating: it provided simultaneously its own means and

it=s own proof that 1ts premises wera “true’. Moreover
its practices were self-generating, in thet “awkward
cases 1in practice could be redressed by reference to its
own principles.

African “Home L “ and English Educati

The “home” languages policy emacted in the Bantu
Education Act “preached the impartance of our ethnic
languages”  (Sepamla, 1980, p., 26) but implicitly *
enforced apartheid through and in language <9). African
political, economic and cultural isclation was mani-
fested most acutely in their lack of formal access ta
the official <dominant) language of urban capital power
- Engiish. For in the new aducation policy, English was
introduced only at the Standard 5 level, Bearing in
mind  that in 1955 only 10% of the African population
was in school (abowt a million African students) and
that the pressures on African childrea o drop out of
school were great, the majority of African Children were
not  continuing school past primary scheol (Hyslop,
1087,




Schuring”s figores for 1980 and 1975 (1979) indicate
that the percentages have grown since 1955, though not
as greatly as one would wish: according to him, in 1960
12.4% of the African population was at school; in 1975
this had riben to 17.27%.

& further breakdown offered by Schuring (p. 4 showe
that in 1975 Africsms with educational qualifications of
Standard 2 or less constituted 54.4% of the population

those with standards 3 - 7 constituted 40.7%; and those
with standard 8 or higher a mere 4.9% of the (African)
papulation.

Thus English both bafore and after 1955 was nut avail-
able %o the Dmajority of Africans through the formal
educational system. Cronin (1985) suggests that this
linguistic ‘“disqualification” to which Africans were
subjected focused their perceptions of a whole range of
other “disgualifications’. Writing about the ‘“vaice-
lessness” of African poets in the Seventies, Cronin
tdentifies

the absence of basic citizenship rights and
in particular a parliamentary -voica’, tde
silencing through repression of the major
political organisations or the 1950s and
19608

as part of the

cultural and linguistic disquelification
p. 28>

Given this situvation, coupled with the historical priv—
ileging of English in education that the mission schaols
had set 1in motion (referred to sarlier), it was inevit-
able that political comsciousness among Africens in
Soweto in 1976 should have erupted into fierce physical
protest centred on educational language palicy. The
substitution of Afriksans as the medium of instruction
for half af the curriculum provided the rallying point
that oollected all the other “disqualifying’ practices
to wbieh Africans were subjected round it.
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Questions
socio-pol

angual

L

of langusge, then, are deeply embedded in all

itical, economic and cultural practices. As

Hyslop (1987) states

The crisis in education has been part of the
erisis of urban social reproduction ... Since
education provides the key to the limited
euployment ~opportunities available and since
it im tbe site of soelalisation and daily
existence for masses of working class youth

it is understandable that it sbould bacome an
arena ©of contentinn over scarce rescurces

(5. B

Policies and National Identit

practised
culiural
concepts
concerned
African
Afrikaans
respectiv
by varyi
English

to its
to unify
speakers
Afrikaana

value.

by saying

of cultural

lative means,

Schuring”s

policy, , specifically as it 1is
in educatian, eritically emacts political and
issues in that it expresses the fundamental
of national identity that a dominant power is

to promgte. Both fractlons of the South
dominant group - English speskers as well as
e - have 11y prom thetr

e languages eamong black South Africans, though
ng ®mesns and with varying degrees of success
has been and continues to be pramated by means
and sconomic colonisatiaon snd by referring
international cultural prestige and its capacity
by sssimilating second language South African
into the community of all Epglich speakers
has been promoted with some success by legis-
and by appealing to its pragmatic local

survey supporte

this, He sums up bis report

Afrikmans 1s  used more often than English at
the acoustic level. (p. G0),

O




though he cancedes that it bas not had much evccess
among Africans at the cultural level. In contrast

English 1is far more popular (among Africans),
[TE more strongly established amongst
those with higher gqualificatipne and anougst

urban blacks, (and i ) ... used more often
than  Afrikaans at the graphic  level
(pp. 60-61)

Questions regarding the relation of South Africa‘s
“official” languages to 1%s unofficial or “home lang-
uages are especially difficult to deal with coherantly

The promotion of Afrikasne through legislated polioies
appears to rest on a belief expressed by the U.F,

Institute for Namibia in Lusaka which mtated vhat

a uniform language policy is a necessary
though  nwt s suificient condition for
promoting durable nationhood. (Alexander

1988, p. 83)

Vhereas the relatively loose application of caoercive
lagislation regarding English (except for the funda-
mental “official language” stetus it ie socorded)
suggests that ancther belief is Operating here which may
be exprsssed iike this

The deliberate use of language policies for
purposes ©of creating a mational identity and
fostering sentimental attachment is usually
not desirable, (Kelman 1971, p. 43, quoted by
Alexander, 1986, p. 88)

However, 1t may be simply a case of hegemenic satura-
tion, It may well be that English in South Africe needs
ne official sanction to esforce its usage because himto~
rical scowlturation bas ensured 1ts widespread usage
anong ALS.




English and Natipnal Unity

ALSs appear to be promoting Bnglish vsage themselves, ,
both anong themselves and betwsen Africans and “white”

1 speakers, as the lange of national unity

and of liberation from apartheid. Attempts by the Black

Consciousness Movement during the Seventies to forge a

new national consciouenees among Africens in  Sowth

Africa failad to disrupt perceptions of English as a : .
unifying force, partly because alternative “home® lang- :

uage use was not practically viable, partly because of
the association of “home® languages with the structures

of oppression. The emphasis now among ALSs appears to be
less on whather English is usable than on how it oan be

uged to '~

build  the mutual dependencies upon which
society 1is based, s as to upearth the riches
which = an  entire ocommunity ocan offer as
education Of the young and of itself
Gardiner, 1986b, p, 45)

It scems that WESSAs and ALSe aspire to the same goal ~

the widespread use of English in South Africs - for .

different ressons and  from  different 1ideological

perspectives, Guy Butler (1085) observes with some

satisfaction that Blacks
are entitled

to
Eaglish "o .lture
<p. 170>

English, and as mueh of
" “ae thay care *to ‘take

and that

twenty million Blacks will use English for
Aheir  own  interests and  ends, without
worrying much about the views of less than 2
million VESSAs. (p. 170}

And  this is a view that echoes those of Owala
Mphahlele, Kunene and others, Ndebele sees




a spontanecus transformation of the English
language  Oceurring where  Africans  are
fashioning a new language for themselves

(Ndebele, 1986, p. 14)

Meerkotzer discerns a similar trend:

English is being africanised and internalised
by Africens. .. Black English lives and
thrives in South Africa (p. 80

and he cites as examples

tbe "Black” press in South Africa, which is
in English, and the number af dynamic “Black"
dramas currently being Staged to prove the
point, (p. 30)

A FUTURY, FOR ENGLISH IN SOUTH AFRICA

S in the Eighties there appears to be considerable
consensus ameng ALS and VESSAs as well as (to a more
limited extent) Afrikaane speakers, that Bnglish and a
fully representative South African national identity are
linked; and that the present development of English
usage is a factor 4n realising a future South African
identity where the fractures induced by apartbeid may
gradvally be healed by acts of communal creation

Linguistically these acts involve the creation af many
varieties of Englieh usage drawing on surrounding
“regionai® languages. Alexander (1986) offers a possible
linguistic future when he writes

what is abundantly olear .,, is that a
demooratic language policy for the future
must be bused on the reality of a multi-
lingual nation ¢ & conompt that until
recently was - and for some pecple at this
noment still 4s - a contradiction in terms)
o is quite conceivable that after an
inttial phese of dominance of English, one or
other of the indigenous African lapguages
euch as consolidated “Nguni® or a consali-
dated “Sotho’ could become the lingua framca
of a future Azania/Sowth Africa, (pp. 84-35)




Vhile 1 do not agree with this, it 15 an appealing model
and appears G be barne out in current mixed Soweto
languages  today. But Alexander does not sufficiantly
recognise, I think, the involvement of English in his
consolidation of various influences on  indigencus
African languages in urban situations.

In “Sowetan®, for example, English is strongly marked as
a feature of expression to do with common urban con-
ditions as they apply to concepts of time, place and
legal constraints. Days of the week, months of the year

hours and ninutes ere usually rendered in English, as
are street names and numbers and public buildings. More
striking are the refsrences to stetutory laws in English
(not Afrikmans). This suggests that Bnglish 4s both
embedded in African urban consciousness and at the same
time functions as an index of perceived differencs where
political or economic impositions are at odds with
African intereste. That Vestera concepts of time, space
and political structure appear to be consciously aasa-
ciated with English usage implies that urban identity is
intimately bound up with familiarity with English termi-
nology in these areas. Equally notions of “cosnopolitan”
are registered in & greater use of Englishk in all sactal
as well as work exchanges. It is hard to see how Snglish
can be left out of the future picture as long as urban
1iving conditions apply

The reglanality of indigenous languages is also a factor
that Alexander does not really acknowledge. ~Sowetan~
for example, 1is fairly regionally specific and does not
apparently  transfer from one geographically distant
urban area to encther, mor certainly from urban 4o rural
areas.

Discussions with Sowetan students at Wits revealed that
a student from Cape Town who is proficient in Xhosa ana
Zulu as well as English and Afrikaans had aifficulty
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when the Sowetan students spuke among themselves because
he had continually to ask what they meant

There has as yet been little formal research of this
linguistic form.  Until this has been done it is
difficult to determine how etrongly this cross-lingual
ussge may provide a new “standard” Seuth African
national language. At present “Sowetan® appears to be
dialectical in its regionality and sociolectical in its
use by predominantly young urban Africans. But with its
adaptability, its free “borrowings® and its colning of
new vocabulary, it may well be the beginning of a new
language.

Its interest in the context of Englich language users is
the degree to which English usage is incorporated and
what kind of effect this may have on current S4E, For it
ie one of the few areas where in the relationship bet-
ween English and other South African languages, English
dees not play a dominant rola. Yet its ococurrence as a
narrow and highly specific register for thome areas of
experience where conformity and agreement are essential
¢time, place, sanctioned behavioun etc.) suggests that
it does occupy a crucial place in the consciousness of
urban Africans which is unlikely to disappear.

AFRICAN LANGUAGES GPRAKERS AND THEATRE FHRFORMANCE IN
ENGLISH

ALSs ara bringing their own language forms to bear on
the “standard” forms of English cultural usage, These
vary widely according to the nesds of the performers
themselves or the dramatic presentation of the themstic
concepts the work enacts, In Fatima Dike's play (first
presented in 1977) The First South African, (1979, for
example, the dinlogue has a strongly “tramslated” feel

[P S
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%o {t. The English here accurately registers the for-
mality of second language speakers in its vosabulary,
which is eanetines collaguially archaic, and its
structures, which are generally longer and less
contextually allusive than those pf English idiomstic
conversation., This rendering of the carefulness of
English usage ocatches the lack of spontaneity that
sharacterises the utterances of wspeakers who are more
familiar with written than oral forme of English, making
much o©f the wpeech in the play faintly anachronistic.
For example:

Austin:  Oh, youw know your righta as a man
when “your girlfriemd is involved,
but when your norals as a man are
involved you do ae you like,

Freda: And  remember who you‘re talking to,
this is not one of your friends.

Root: ¥ama, tate, 1f yOU want me to be a
elssy, say so.

Austin: Ve dant say be a missy. Ve expect
all that is good and beautiful to
come from you.

Raoi: Mama, tate, I atill say if that doy
calls me @& white man 1”11 beat him
up and he can do what he likes.
after =li, 1°m not the first persen
in this location ta ga to jaii.

Preda: But  you"ll be the first one in this
family.
Austin: Hayl ke nfc wam ugqibile, you have

made yourself slear.

Freda: Fot  in my bouse. 1% Zwelinzima feels
wrat bis balls are big enough, he
mist go. After all the council bas
hostels and bachelor quarters, He
mist go and rule himself in his own
place, not here. <p.

Compare this fuor example, with the family soenes in
Sophiatowa (1988) (first presented in 19086), where the

grammatical structures are ocloser %2 idicmatie spoken
English in their brevity and contextual allusivaness:




to it. The English here accurately registers the for-
mality of second language speakers in its vocabulary,
whick is sometimes ecolloquially archaic, and its
structures, which are generally longer and less
contextually allusive than those of English idiomatic
conversation. This rendering of thke carefulness of
English usage catches the lack of spontaneity that

ses  the rances of speakers who are mare
familiar with written than oral forms of English, making
moeh of the speech in the play faintly anachromistic.
For example;

Austin: Oh, you know your rights as a man
when ~your girlfriend is involved,
but when your morals ss a man are
involved you de as you like,

Preda: And  remember who youre talking to,
this is not one af your friends.

Rooi: Muma, ‘tate, 4f you want me to be a
sisey, say so.

Austin; Ve don‘t say be a missy. We expect
all that is good amd beawtiful to
cume from you.

Raoit Mama, tate, I still say if that boy
calls me a white man 1”11 beat him
up and he can do what he likes.
After all, I'm not the first person
in this location to go to Jail.

Preda: But you”ll be the first one in thism
family.
Austin; Hayi ke mfn wam ugqibile, you have

made yourself clear.

Predas Not in my houge. If Zwelinzima feels
that his balls are big enough, be
must go. After all the council has
hustels and bachelor quarters, He
must go and rule himself in hiam own
place, not here, (. 17

Compare this for example, with the family scenes in
Sophistown (1988) (first presented in 1086), where the
grammatical structures ars ocloser to idiomatic spoken
English in their brevity and contextual allusiveness:
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Lutu:

Mamaritdi:

Lulu:

Jakes:

Mamariti:

Jakes:

(There

Jakes:

CEnter

Fahfee:

What's going on?
Hey, Luluw, tell that madman from
Drum to stop die geraas.

Jakes, 1it's five o’clocz in the
morning.

You tell your mother I pay good
rent. This 1s my bedroom. You see
the chalklin: on the Tloor?

So?

¥ell, 1 work in my bedroom, sao
leave me alone!

(offstage) Luister! You bloody
keep quiet - ar out!

Jesus, Ma, yowre like the Boers.
't me ‘the

working, 1 pay rent, this is ny
space, pitiful as it 1s, and
history is being made right now -
and you went silence!

1s e knocking at the doar>

FAHFE)

Specific differences

of  different

lang

lesus Ghrist! Wnst now? Surely nmot
today

E carrying a suitcase)

They got me. They knocked down my
shack before my eyes. 633

in utterance here imvolve the use
vages for emotional  expression

(Mameriti uses a mixture of English and Afrikaans, where

Austin uses Xhosa,
Engiish, and Jakes uses solely English: “Jesus, Ma,
you're like the Boere’). There are also differences in

followed by direct translation into

grammatical organisation: “He must go and rule himself

in his own place, no

negative contrast
bloody keep quiet
using two positive commends. There 1is metaphoric

expansion in each

t here’ uses sequential positive and
between utterances, whereas “You
- or out” performs the ssme function

example, though again this occurs inm
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Lulu:

Mamariti:

Lulu:

Jakes:

Lulu:

Jakes:

Mamaritd:

Jakes:

(There is a

Jakes:

Whats going an?

Hey, Lulu, tell that madman from
Drum to stop die geraas.

Jakes, it’s five o'cleck in the
morning.

You tell your mother I pay good
rent, This is my bedroom. You see
the chalkline on the floer?

807

¥ell, 1 work in my bedroom, so
leave me alone!

(offstage) Luister! You bloody
keep quiet - or out!

Jesus, Ma, you're like the Boers.

t me on the streets. I'm
working, I pay rent, this is my
space,  pitiful as it is, and
bistory is being made right now -
and you want silence!

xnacking at the door)

Jesus Christ! What now? Surely not
today?

(Enter FAHFEE carrying a suitcase)

Fahfee:

Specific differences

They got me. They knocked down my
shack before my eyes, (p. &3)

in  utterance here invaolve the use

of different languages for emotional  expression
(Mamariti uses a mixture of English and Afrikauns, where

Austin uses Xnosa,
English, and Jakes

followed by direct translation inmto
uees eolely English: “Jesus, Ma,

you're like the Boere”). There are also differences in
grammatical organisation: “He must go and rule himself
in his own place, not here’ uses mequential positive and

negative
bloody keep quiet

batween , whereas “You
- or out’ performs the same function

using two positive commands, There 1s netaphoric

expansion in each

example, though again this socura in




different .ays with different effscts: in Dike’s play
<“If Zweltozima feels that bis balls are big enough
...7) the metaphor serves to confirm general social
experience; 1in Sophiatown ("bistory is being made right
new’) it serves to focus attention un the importance of
indtvidual areas of action by investing them with the
significance of collective action.

All thes. linguistic differences point to the oultural
differences existing betwaen the dramatic worlds esch
play creates. These kinds of changes glve evidence not
simply of the different conditions in the two dramatic
werlds - the differences between rural and urban family
relationship, for example. Hore fundamental differences
in eocio-political perceptions are rendered in the styl-
istic differences in ‘*he language usage in each play.
Sopbiatown incorporates Dpositional strategies in its
responses to the particuiar conditions that threaten the
Scphiatown of the Fifties. Fahfee declares: “They can’t
stop us forever® (p. 73> and Jakes affirms this more
direetly:

Sophtatown was a eancer on a pure white city
moved out at gunpoint by madmen. With its
going the last common ground is gone, The war

bas  been decla

red, ‘the

battle sides are

drawn. Yeoville and Meadowlands, and a waste
land in between. (p. 73)
And in the final mopente of the play:
Hemory 13 a wespon . (p. 733

an, on

In The Firsy  Sowth  Afric

destructian of Roai

the other hand, the

identity and sanity remains a

persons} familial tragedy, Thera appears to be no way of

resis ag ar countering il

be erfec

ts of impased racial

classifications, Kkooi, like *he others in the play, must

1tva as best he can within the conditions created by the

Population

Registration

Act,

which makes “boys® out of

men and where the white man is “my bass”. There is na
relief or hope; 1o weapons for defance or attack.




The Availability of New Audiances for Africen Pepformers
In the +ten years since the incepticn of the Market
Theatre African performers have found a mew venue there
which Bas epabled them %o escape from the cultural
isplation resulting from the restrictive home languagss
and own areas legislation. But because the Narket mud-
iences initially (and currently) comprise predemimantly
White ESSAs, ALSing performersnad to find a distinctive
English vaice with which to address their new aidiences.
The pressure on English to function effectively as a
mesns of expressing a distinctively African conmcicus-
ness yoocurred in & comtext of white cultural conscimus-
ness. So initially tormity to VESSA & ds of
vsage exerted the greatest pressure. The context pra-
vided by the sudiences meant tuat African consciousness
has te be framed within the dominant (¥hite) prevailing
cultural expectations of that venue. African plays were
fringe activitles set witiin the oContimuity of plays
which were elther imports from Europe or were indigenous
works  im which white South African experience was
rendered in dramatic and linguistic forms derived fram
Buropear concepts of culture.

A list of early produsticas <1976 - 1884> (10> shows
that of some 98 productiors ¢including musical and dance
programmes), 41 were published nun-South African plays
in English; 46 were new South African plays in English
one in Afrikasns. Df those written or performed in
English, 7 were the work of ALS,

In the Upstairs Theatrs for the same period there were
some 97 productions (including musical evenings, dance
productions and children’s plays); of these 43 were
non-South African published plays in English; one in
Afrikeans, 86 were new Sowth African plays in Englisbh
of which 5 were plays written or workshopped by African
performers.

et



The third venve, the Laager, is the smallest of the
venues. Because its seating cepacity is so limited, it
is rorely a commercially viable venue, %o it is used
largely as a showcase for new or experimental work, The
Market Theatre Company mekes it available o small ad
boc compantes on a rental basim at terms which make it
accessible to groups with few financial resources. Here
the Karket records shaw that gduring the same periocd
there were some 78 productions, of which 16 were nom-
South African published plays. Of the 48 South African
works  cincluding musical anpd dance prograumes) 8 were
presented by ALS. There was one Afrikaans musiocal
evening and three Afrikaans plays. (The totel number of
productiens includes return seasons of popular product-
1one

in this venue there was a number of workshop product-
ions developed by multilingual groups under the
direction of VESSA co-ordinators - Malcolm Purkey and
Villiam Kentridge and the Junction Avenue Company; and
Barney Simon’s collaboration with Percy Mtwa and
Mbongeni  Ngema, for exanmple. There were also some
productions in English by Afrikeans writers or directors
- Johan Blignaut’s At the Gate and Pleter Dirk Uys®
Fates in the Wall and Uyscreams. Since 1964 there has
bean a rapid increase in the number of plays in English
by ALS writers and 2 noticeable increase in their
popularity as is evidenced by the transfer of a number
of productions from the smaller venues +to the main

theatre, or their premieras in the large auditorium
garafina, Woza Albert, and Sophiatown are examples of
such productions,

The Markst Theatre has thus coniributed greatly to the
movement away from Burocentric theatriosl models and the
development of indigenous forms, This has been accel-
erated as well by the cultural boycott which has denied
1mcal managements access to the soripts of British and

3 e
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American plays. The opportunities thus provided by the
Warket Theatre as a venue associated with multicultural
South African new works and Sowth Africa’s enforced
isolation from English language “international’ warks,
have created conditions where WESSA audiences are
exposed to new lkinds of theatrical and linguistic
expertences in English. Africanising VESSA consoicusness
has resulted from this exposure, and judging from the
commercial and oritical successes of mauy of these
productions, the VESSA is willingly acquieseing in this
reversal. It bas become fashionable to be seen to be
supporting the Market Theatre among middle class VESSAs
whose cultural bheritage ie maintained in the tradition
of theatre-going.
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CHAPTER §: NOTES

From {nformal talke with members of the Market
Theatre publicity team, and Mannie Hanim's
personal assistant, Regina Sebright

My own experience as a teacher at the Kopama
community centre is supported here in informal
talks with Bess Finney and Denalda Patrick
both teachers in other similar centres

A list of the productions presented at the
Marke' Theatre (Schwartz, 1988) confirms this
trend.

Tha  debate regarding the relata Jetween
race, class and conscioveness in Sauth Africa
is 2 complex and contimuing one which lies
autside the scope of this study

But it 1s useful to note Marks® & Rathbome’s
$1982) comment here that “Capital did not
invent racism ... {but) there has at least been
a ocertain rectprocity between South Africas
ragist practices and its industrialisation” (p.
6.

Boonzaier et al (1988) ars extremely pertinent
here too. For thedries of olass outmide a spe-
cifically South African context of. Laclau &
Mouffe (1085) and Warshall (1588)

My information here is derived from & number of
informal talks with a third year student in the
¥its School of Dramatlc Art during 1988, His
comments ore confirmed by other Sowetan stu-
dents tn the Scheol and adult Sowetans in the
Kopano conmmunity centre.

-




“The Thirteenth Floar® produced and directed by
Pierre Hinch, re-broadcast in Janwary 1989,

This may well apply to universities as well
Owala (1984) charges academics with fostering
this concept when he writes: ~There never has
been such a thing as pure language ... only
academic fallacy ocan defend such an abstract-
iom.” (p. 48)

Kunene (1986) asserts that “We are bound to the
demande ©f our own historical context so that
while our English medium is heing shaped by our
history “command ©Of the English langvage” is a
myth of the first order”. (p. 533

For an elaboration of this mee Heerkotter
€1086) pp. 26-31,

I have used a typed list proviied by the Market
Theatre for these. &ince then Schwarz’s book
<1988> has besn published with more accurate
records, These confirm the tremd away from
Eurocentric plays at the Market Theatrs towards
indigenous drama in English

T - e et bt Vo




1X:  ALS D) QLISH

It 1s at this point that neat analytical categories

begin to blur in the face of actual theatrical practice.
For the purposes of this study I have ertificially
separated VESSA speakers of English from ALS English

users, In actual theatrical practice, though, these

distinctions are not oclearly naintained. As will be
shown  in the following analyses of Sophiatown and

Asinamali, neither 1is wholly a product of either
language growp. There s justification for including
these two plays within this category, however, Though
each play presents a markedly different dramatic world
from the other, they do have in common:

- 2 similar process of making, in their workshop
methods;

- the same venue (the Msrket Theatra) for their
P tion to VESSA sudiences; and

a eimilar function, in presenting ALS perceptiona of
the conditions of the past and the present in South
Afriea for a predominantly VESSA eudience, in the
language of that avdience,

These analyses focus on:

- the relationsbips sxpressed in the dramatic action;

the theatrical relationship batwaen audience,
perforsers and performance;

- the perceptions of identity, particularly VESSA
identity, that are expressed; and

~ the function of BEnglish in pronoting all thase
aspects.




L. JUNCTION AYENUE THEATRE COMPANY’S SQPHIATOWN

Thera are strong thematic connections between Sgphiatown
and an earlier work, The Fantastical History of a
Useless Map (FH>, which was first presentsd in September
1976, EH was described as

addressing itself very consciously  and
direetly to  the self-recognition of ths
young, Vhite English-speaking South African
at a moment of corisis, viewed egainst a
boldly sketched perspective of the countrys
bistary. CAbrahams, 1978) (1)

Sophiatown was first presented in 1986, It is demonstr-
ably different in its subject matter, dramatic structure
and language usage, yet is still preoccupied with the
question af WESSA identity. An analysis of the later
play provides useful evidence of the effects on WESSA
zonsciousnese of the ten rears after the Soweto “umoment
of erists’.

Both plays equally exhibit an intense concern with “the
recovery of discarded areas, or the redress of seleciive
and reduetive interpretation” of the past (Villiams

1977, p. 116) and the implications of such a reshaping
of history on the present. Hemoe, like Asipamali

Sophiatown very consciously engages in

an adequate recognition of the indissoluble
connestions  between  material  production.
political and cultural institutions and
activity, and conscicusness. (V{1lliams
1977, p. 80)

Thie notion of histary allows the contemporary
researcher and the play to stand in a relation sim .

to that of the audience and the play. Bath resear.i.r
and audience participate in the present as “history in
the making”. Neither 1is exempt from the process out of

s
(o oo which the purticular conditions of the play emerge; both
¢
. " " .
" .
‘. ' . . .
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L. JUNGTION AVENUE THEATRE COMPANY®S SOPHIATOVN

There are strong thematic connections between Sophiatown
and an earlier work, ZThe Fantastioal History of a
Useless Man (FH), which was first pressnted in September
1976, FH was described as

uddressing 1tself very consciously and
directly o the self~recognition of the
young, White Bnglish-cpeaking South African
at a momeat of orisis, viewed against a
boldly sketched perspective of the country”s
history. (Abrahams, 1878

Sophiatown wam first presented in 1986, It is demonstr-
ably different in its subjest matter, dramatic structure
and language usage, yet is still precccupied with the
question of WESSA identity. An analysis of the later
play provides usefvl evidence of the effects on WESSA
conselousness o©f the ten years after the Sowetn ~moment
of crisis”.

Both plays equally exhibit an intense concern wiLd “the
recovery of discarded aress, or the redress of selective
and reductive interpretation” of the past (Williams

1977, p. 116) and the implications of auch a Teshaping
of histery on the present. Hence, like Asinamali

Sophiatugn very consciously engages in

an adequate recognition of the indissoluble
connections between waterial  production,
politieal ana  cultural  institutions sn
activity, and consciousness. (Willians
1977, p. 80)

Thiz notion of history allows the contemparary
researcher and the play to stand in a relation similar
to that of the audience and the play. Both researcher
and audience participste in the present as “history in
the making”. Neither is exempt from the process out of
whish the particular conditions of the play emerge; both




zonstruct thelr perceptions of the present in their own
image because they are inescapably tied to the condit-
ions of the present, Hence the play functions as a self-
reflective activity for its VESSA audiences, demarcatirg
tho limits of its understanding of the socio-political
pressures on them that have prescribed such linmits

.he historical ap .oach is well-suited as a methodology
for the study of theatre performance because meaning is
inevitably provisional, incomplete and unstable when
sueh a mathodology i applied| just as the process of
performance enacts the oconstruction of a dramatic
history in the same way.

Both FH and Gophiatown sstablish this historical context
tmmaliately  through the introduction of & narrator
figure wha speaks from a contemporary perspective. The
fompére in FH opens the play with a specific directive
ta the audience as to the purpose of the theatrical
action:

Our fantasy is designed to throw light on our
Useless Man's predicament as we probe his
past and predict h.s future. For if we are
truly to understand the complexity of the
future, we must undarstand the stupidity and
greed that constitutes our past. (p. 18)

In the later play, Jakes, in a similer role to that of
the Compére, points to the historical processes at work
in his present (the 1950s) in the recurring phrases
“history is being made right now® and “this is bistory -
we’rae in history’.

Central, too, to the Junction Avenue Company’s percep-
tion of bistory 1is the concept of mediated action
#alealm Purkey, director of both productions, in anawer
to the question what do you mean by medistion, replied

the filtering ... where for axample sociatal
relationships that are abstracted and anal-
yeed and msde theoretical are shown in thair




living and palpable form in the intera ti:ts
of men and women ... perhaps that's «ta*
medistion ds - [ know it when | see it happen
in the theatre. (Abrabams, 1978)

Theatrical and historical mediation appear to have in
common the framing of particular action within a time
continuum  Awaremess Of the continuum creates a
dislectic between the vividness and abscluteness of
things as they are now, and a lived sense of how they
have been and might be. Theatrical mediation implies a
similar process: dramatic action happems and cannot be
undeone;  the audience knows this and accepts the
inevitability of the dramatic continuum. Yet they
simuitaneously frame the dramatic histaricity of the
play with their awarenass of drama as only one of many
activities in their lives. The terms the drama sats up
are not the same as those determinad by actual con-
ditions and practices outside the theatre. The tension
between actual and possible 1is thus established. The
dramatic events are thus both representative of a
general condition and specifically thase af people res-
ponding in a particular way to conditions that generally
apply in that world.

Sophiatown displays a considerable movement away from
the relatively narrow South Africa that surrounded the
middie class VESSA of liberal sympathies in B, H The
spectrum has enlarged here and the white liberal votce
is a solitary, displaced sound among & range of other
culturelly and economicaslly grouped voices, WESSA
experience, while registered as different from all other

kinds of experiense in the play, is seen 28 a paripheral
but “special” one. Again the WESBA 1is perceived as
ineffectual (‘Useless’) though for reasons different
from those in E.H. VYhere F.H. was concerned with the
begemonic  control that history exerts, Sophiatown's
focus scifts to the effects of such historical hegemony
on the pecple who participate least in the exercise of




ideological, political and economlc pawer but are most
subject to its enactment

This 1is not the familiar terrain in which the VESSA is
at home, where isolation is perceived as privacy and
allows for the kind of introverted self-analysis of
which is a product. Sophistown is set in precisely
the locatian that has been separated and mystified out
of existence in dominant white conscicusness. “It’s our
territory’ says Mingus (p. 25).

For the WESSA it is a foreign country, with all the ex-
cluding infrastructures and habits taat reduce a foreign
visitor to the status of a child, in a strange country
Here the VESSA is ‘“the other”. The WESSAs “habitual
modes of representation” (Beamett, 1970, p. 54) do not
operate as the norm. It 1is the VESSA who is the out-
sider. For Ruth Sophlatown is “the other side of the
world” (p. 32). For the household she is ‘a European and
a guest” (p. 21).

But  significantly the ‘“otherness® proves permeable
temporarily, at lsast. This is partly an effect of
language: in the play English is common to both the
Sophistown rusidents and to Ruth, Ruth, the VESSA
representative - the “¥hite girl® - is shown to be
capable of being absorbed to a certain extent into the
conditions and practices hitherto ocutside her range of
experience. For the duration of the play she is largely
absolved from her unwilling and unwitting identification
with a ractally exclusive dominant minority, and allowed
to share the conditions imposed by “her” group on the
‘real” but ma tsed paople of Sophiatawn

How far bher acceptance by the Sophiatown household goes
and what kinde of terms are established as a madus
operandum between her and them 1s one of the major
interests of the drams for a WESSA audience. For there
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is no question of her becoming “one of them’; her role
is always circumscribed by her “otherness”. At the end
of the play s=he is as displaced as they; she finds she
can naither return to Yeoville (a personal ideologlcal
choicel nor can she go with them to Neadowlands (an
ideclogical restriction imposed by legislation.

The play invelves an explicit examimation of the way in
which the WESSA views himself in relation to a group
officlally categorised as oppositional in terms of race
education and class; and in turn how he is viewed as
other by that group. The play 1s structured around a
fundamental racial and cultural dichatomy in which the
apparently unifying factor of language is involved. The
nousehuld’s stereotyping of Ruth as “the white girl” and
Ruth’s own assumptions derived fram her Yeoville up-
bringing rebound on each other to confirm her different-
ness. For instance Hingus® determination to provide her
with a bath, and her assumption that baths in Sophiatown
are as available as they are in Yeoville, reinforce each
other: they confirm for Ningus the demands an his time
effort and ingenulty that whites make; for Ruth the
distance that her assumptions create serves as a retraat
a5 well as an embarrassment wien she becomes conscious
af them,

The status quo of difference and distance appears to be
acknowledged and acceptad (with some relief) by both
Wben Mingus mekes sexual advances to her Ruth retreats
into the diatinction of not beilug a “tierrie”. So the
privileges accorded to “white’ and to “middle class’ ere
firmly sustained by Ruth herself and by the Sophiatown
community, granting each a measure of pratection fram
the other. For the housahold it means that Ruth cannot
impinge too far; for Ruth it means a degree of privacy
Distance betwsen Yeoville and Sophiatown is, it seeums
regrettable, but inevitable and perhaps necessary. The
most that can be achieved is “understanding”



In this, Sophistown perhaps most accurately embodies the
“structures of fealing” (Villiams, 1087, p. 16) of its
time. The early Eighties, in the aftermath of the Soweto
tragedy, engendered in both black and whita South
Africans = semse of despair and “psychological and
physical disposssssion’ (Reberts, 1980, p. 185). The
WESSA tendency to solitary nostalgia, evidenced in E.H.y
found an answering tendency among black South Africans :
to look back at the past to find the memns of changing !
the present. The destruction of Sophimtown provided a {
historical symbol for both: psychological dispossession
for the WESSA, physical dispossession for the ALS; a !
unifying sense of loss for both

Language Usage in the Play

Mpre striking, 4in comparison to the common voice heard 3
in F.H. 1ic the broadening of ths English usage in
gophiatown. The expansion is more crucial than simply an

extension of the vocabulary and structures to include .
varieties not heard in the Burocentric monocultural and

iiterate usage of E. English acquires a number of

functions and cerrespondingly 1is required to recognise

its own internal contradietions and inconsistencles.

Hence English enters the play not simply @s = means of
expressing the political, economic and cultural pres-

sures on Ruth and the household. English is used as an

actor in the drama.

Sophiatown is pre-eminently a play about language and
its wuses. The dramatic action is predominantly
inguistic action. Words are weapons against Other
words: afficial decrees can be defied only by speaking
agatnst them. For want of any other means of defence
words have to oppose the physical force with which such
official decrees are executed. Spoken words are the only
defence against “These Buoers <(wh) are trying to take
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the ocountry ... with their lorries, their guns and
their bulldezers® (p. 503,

8o English serves as the last possession af & people
dispossessed of their homes, their freehold rights to
the land, their history and indeed their “lifestyle”. If
“Englizh 1s the langusge that unifies us’, as Jakes
claims (p. 527, the relations within such a unity remain
desperately unequal, for the price of unity appears ta
be hegemonic absorption and submission to the ideclaogic-
al imperatives of English, and thus white, daminance
The struggle inevitably takes place within English
iteelf, for the price of defying the race ideologies
inscribed 1in English is voluntarily to sever connections
with tihe “Softown lifestyle’ itself. For this lifestyle
involves the cultural history provided by English

Here we lister to Bach and Beethoven. Ve
ltsten to great American jazz. Ve read great
Russian novels. We are a brand new generat-
ion.  <p. 53

English 1is the language that brings Sophiatown into a
larger cultural compunity than a South African communi-
ty. Locally English words are racially inseribed; they
are “sweet white words® (p. 29). In a wider frame of
reference they are a measure of cultural “greatness”
they can tell “all sorts of truths' (p. 81) because thay
can tell both Shakespearses trutbs and Lulu“s. English
is part of the Softown lifestyle

Can Themba, Hat

Hodisane wrote
town.  cp. 13

Nakasa, Lewis Fkosi, Bloke
their bast, here in Saphia-

And  they wrote in English. So English is the means to
gein recognition, to escape the entrapmsnt in “the
Boere”s dreem of a whites-only world” <p. 2) and find a
place in a world which offers “freedom ... meeting ..
fantasy ... access. White bohemians and black intel-
lectuals”, (p. 2




Faglish 1is also inscribed in the bistory of the
Sophiatown people through their education in English

1f there was one thing we got frum our church
schools, it was a love of English (p, B2

savs Jakes.

English usage is thus not only critical as = weapon in
the struggle: 1t is the disputed territory. Its use is
both the means of articulating the meaning of the
Suftown lifestyle and ome af the identifying features of
i1, In the difference between a "native location’ and a
“freehold suburb’ English is the provider of the termi-
nology and is a measure of that difference. Such are the
negemonic  influences of English”s history in South
Africa that the :*ruggle to escape its ideological
stronghold has to oe fought with the words that Bnglish
provides.

The cultural dominance of English is inscribed in the
tdeological base of the whole play. The argument over
Lulu'e education provides a platform for two explicit
and  epposing  ideological  stances  about language

lwplicitly powarful connections are made between
language, education and identity. All three generatione
in  the family, Mamariti, Jakes apd Lulu, reject Ruth's
proposition that “you're nat illiterate if you can speak
Zulu and Xnosa and Sotho” (p. 52), The alliance between
English and literacy has become a tenet of faith for
them, And the same holds true, it seems, for the per-
forners.

Ruth argues for a demscracy of languages in South
Africa, where each holds eguivalent value, but her
argumente lack specificity and conviction and rely en
vague generalisations

You don’t want ta lose your own language
she says, and




I just think 1t°s a terrible thing to lose a
language.

Jakes® counter argument

But yeu're still Jewish and you can’t speak
Hebrew, right? That praves my point

comes much closer to rendering the ambivalences inherent
in the use of English as a marker of identity in South
Africa. English usage does sustain Sophiatown’s senee of
its own identity, Jjust as Ruth’s sense of ldentity is
tound up wWith being Bnglish-speaking. For Ruth, though.
"Englich-epeaking 18 fused with the concepte af “white” '
and  “South African”. For Jakes its associationa are not .
racial and nation:. but cultural and international.

Iuring the action of the play the audience is exposed to
the tensians existing between these two perspectives,
folutions are net forthcoming, but the dramatic sction
tinds a theatrical parallel in audiences separated fram
gophiatown o©f the Fifties by some thirty years and the
1975 doweto uprising whare the rallying point was pro-

test against offictal language policy (2). Jakes speaks
into the theatrical world from the dranmat.c world when .
he declares

Softows 1s a brand new gensration and we are
blassed with a perfect confusion. (p. 44’ i

An audtence in the Eightios is invited to see themselves
in the Sophiatawn of the Fifties, and %o recognise
Zophiatown perceptions as those of the Bightiem. History
1 right now’,

Varieties and Hierarchies in ‘ng’ish

In gophiatows, unlike the carlier E.H,, characters are
distinguisbed from each other by the way in which they
use English, Relative cocial status is thus signified by




the apeaker’m relation to English and its usage. Those
characters - Jakes, Fabfee, Ruth and Lulu - who have the
fullest range of registers have the greatest effective
power in the structures of the household, Those who have
only a tentative ability +to speak English and whose
range of register i limited (Mamariti, Princess and
particularly Chariie) bhave least contral uver even the
mest immediate conditioms of their lives, Mingus, as
will be shown, presents a wore complex case.

The kind of English in which the characters are most
competent  determines the areas in which they can
exercise their power. lJakes, for instance, holds the
authority of the written word over the spaken. He is the
one who creates public identities for Ruth and the
others through his article in Drum He is the mediamtor
between the family and their wider relations with the
rest of Sophiatawn, 1in the same way that he is the
mediater betwsen the characters in the dramatic world
and the audience in thbe theatrical world

A clear linguistic hierarchy ism established in the play
which places the written word above the spoken word. And
even within this there are refinements of status, In the
written word the ‘special notice” (ihe written decree
announeing their imeinent eviction) is paramount. Its
pewer to determine the social, economic and political
conditions of their lives is unchallamgeable, In the
descending scale of value, Jakes® articles for Rrum come
next. At this level factual reporting is valued less
than writing stories, which “don”t have to be true’ (p.
39>, Buw:.g reports are “banging out a living”; “dealing
with soctalites® will make Jakes “the talk of Softown
This here is my big break".

The written word has greater prestige than the more
infornal handwritten one, Lulu’s mccount of her family
for her schopl essay, in which she inoisively counters



the ideological slant of the play with a versicn of her
own, focuses on thase aspects of their actions which are
not otherwise acknowledged, According to her definitions
“Mingus steals gouds from the railways’; Mamariti is

just a cheeky old waman, breaking the law,
working on her beer, and planning for
future which never comes. (p. 30)

Ruth criticises Lulu’s essay for being only one of “all
sorts of truths’.

Fiction 1is more potent than truth, it appears, GCertainly
the play promotes its own mythologising fictions, and
enacts them, in the same way that the special notice
enacte the apartheid myths that sustain dominant ideo-
legy. As Lulu declares:

But
the

Everything

in

this house it’s just fiction,
a2

fiction, fietion. (p.

the

fictions

of written languege are stronger than

nytholegising power

of spoken language. One of the

major dramatic conflicts in the play is enacted in

Jakes” dual role as the narrator of Sophiatown history.
Theatrically he functions as & historical mediator
between the audience and the fragile conmstruotion of an

oral history of Sophiatown. His spoken narratives rever-
berate with all the techniques of orality: the rolling
.'sts of names and places that conjure up a richly
toxtured physical context; repetitions, mnemonics, the
v vification ©of the narrator’s persona with a communal
; and the association of identity with occupation.

Sophiatown, Softown, Koffifi, Kasbah, Sophia
... Place of Freedom Square, and ths Back of
the Moon. Place of Can Thembas Place of
Truth, Place of the G-men and Father
Huddlestone’s Wission. FPlace of Balansky’s
and the Odin Cinema. And let’s never forget
Kort Boy and Jazz Boy and the Manhattan
Brotnurs, and Dolly Rathebe singing her heart
out - hera in Sophia ... it was grand because
it was Softown. Freehold! [t wes ours! Not
mine exactly, but it was ours ... Boxing was




my beat, but I wanted to cover the Softown
lifestyle. Anything could happen hers, and if
it did | wanted to be there. {pp. 1-2)

Yet the fullness and ‘“truth® of oral history of this
kind i dininizhed by Jakes® urgent semse that the pot—
wnzy of suech orality is more effective when transformed
into a writtes record, “Nemory is » weapon® he declares
at the end af the play, But it is a more effective wea~
pan when it 1o written down,

Thin sets up a sonflict between the dramatic and theat-
rizal clements in the play. Theatricality is always
wxprecsed in orality; yet the dramatic taschniques which
make lakes, a journalist, the custedisn and constructor
0f o mythical, alternative pasv, denies the potency of
the theatrical medium. frontcally the dramatic acttan

sxbodies +he defeat of cpoken langvage by the force of
zavernmental decree. Theatrically the success of the
play dopendn on the degree to which the spoken language
ot the play is memorable’. Only if the theatrical oral
foaturen nf  the language usage are richly realised, can
the alterraotsve tdenlogy of the drama be registerad.

To a .ertain extent the imbalance betwaan theatrical
orality and dramatle literacy is radressed in Fahfee's
role as the brimger of the “news of the day”. For him
words on paper - vseless’ (p. 55). Words, liks gums,
must  t2 agtive, not cubstitutes for action, Liks Mingus,
whe in  illiterate, he functions in  an oral world of
doins and speaktng. Theatrically he enacts the values
profiaed by the dramatic werld. History is alive as loug
ae ©:n anger, despeir and faith of the people 1is
wxpr Unlike Jakes the lines hetwsen officlal and
peai? nistory are clearly drawn for him Peaple’s
higraey i oral; official history traps the lived
0f the present as history in the immobility

exy - t-




The : oppears to be an ideological and linguistic fifth
column at work 4in Jekes, a hegemonic effect of his
greater exposure to the institutinns and practices of
dominance. Drum may be ‘o native magazine” (p. 38), but
1t is navertheless incorporated in the economic and
journalistic practices of a newspaper world dominated by
white capital and ideology. Jakes’ belief in the cancept
of recorded history is an inevitable conssquence af such
hegemonic exposure. [ts unconscious and unarticulated
presence in the dramatic world of Sophiatown damages the
2ase presented consciously for supplanting selective
vecorded ascounts of history with “living” history, The
internal  contradiction between theatrical means and
dramatic purpase here emphasises the danger of engaging
with the concept of thentre from a literary perspective.

Throughout the play the w-itten word is privileged aver
the opokan word and  this privileging is thematically
ombedded in the action. Vritten language skills, partic-
wularly in Baglish, are volued and shown to be effactive
in gos1al action, where oral skills are not. Congrasa’s
:ali  for
ly because it cannot organise {ts ‘call® into printed
instructions. Mingus® exercise of social power as a
némber ©of the Amertcans is limited by his illiterary,
for he too cees anthority as vested in the written ward,
Where matters of ~ignificance have to be dealt with, he
inoista Op  having them written, even though he must
enlist the aid of Jakes, ss, for example, in the letter
writing scene. Bocause Mingus® sexual and personal
tdentity is tled fo nis public identity as a gangster,
his  literary incompetence makes Jakes appear to him as a
cerious contender tur power in both the public world and
in his private relations, Hence his jealousy of Jakes
over Ruth and his cneers at Jakes® literacy

ion against the forced removals faila, part-

You bloody eituations, you“re full of wards,
p. 685)




He adopts a strategy for diminishing the power of
literacy by translating it into orality. Lulu confides
+o Ruth

Le you know, Minguc and the Americans stop
the ~intellestuals, die situations, on
street corner, and to make krouble they make
them rescite Shakespeare. <p. 30)

For Mingus the puwer and mystery invested in the written
ward can be appropriated by himself in this way. The
nyth of Ghakespeare it more potent than the myths he can
somstruct out of orality.

Engiivh 16 thus a central site for the idenlogical
truggle, the war woged between Sophiatown and Yeoville.
But  the  linguist
are nupported by guss  and  tanks®; spoken words by
vlend®.  Anmd  even Jakes' typewriter, symbol of power in
+ho  houceboid, cannot withotand the anonymous and redue-
Tive power 01 *he printed words of the State’s decrees.

weapons are unequal. Written words

The  interpemetration of the particular and the gemeral
ts a teature of all theatre performance but in
<ophiatown  thic  theatrical principle 1is explicitly
examined in the thematic action of the drama, The
relationships between Kuth and the other mambers of the
tousehold becomes a central focue and twa  Opposing
perceptions of identity are presented. Ruth operates
trom a perspective of a free, responsible individual;
the tamily operates ac a secially structured unit.

For the family, the business of one is the business of
all. Ruth's learning of tsotsitaal involves all the men
nf the extanded family because they all have a vested
interest in her, Mingus can establish high status in the
Americans by claiming her as his propsrty and denying




the wthers the opportunity of sexual encounters with
her. His “protection” of her also confirms his role as
the patriarch of the family. Jakes needs her to make his
“big break’ as a journalist. Fahfee sees in ber the
possibility of widening the base of popular political
activity through cultural exchange and multilingualism.
Ruth will make the whole housahold ~the talk of the
town. She can provide Mamariti with ~spirits from town”
to promote her shebeen business; and Lulu with help with
her homework. Thus what is good for the family is good
for Ruth.

But Ruth mistakes the terms 1in which she is accepted
into the bousehold. It 1s not her individuality which
serves them, it 1s her rep:r sentativeness. The concept
of the primacy of the individual in the vonstruction of
identity, a cornerstone of liberal European thought,
confuses her ability to perceive the essential diffe-
rence between Yeoville and Sophiatown, The illusien of
personal freedan is more easily sustained In Yeoville
where the divisive structures af apartbeid surround
rather than intrude on the daily conditions of living.
In Sophiatown, where daily survival depends an illegal
activities (Mamariti’s shebeen and Mingus” stolen goods)
the 1illusion of individual moral sensibility gives way
to codes based on the protection provided by relation-
ships of family and friends, and on practical expe-
dience. Where individual control of the conditions under
whick one lives is eraded, the liberal notion of indivi-
dual moral responsibility is a useless and meaningless
luxury.
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Perceptions of WESSA ldentity in the Play

Ruth’s first appearance begins the themutic dialectic
between these two concepts of identity that is sustained
throvghout the action, Her first introduction of herself
to the family i an attempt to establish contact at a
personal level of first name terms.

Hello! I"m Ruth. (Silence’ Ruth Golden.
(Silence) I"m the Jewish girl. (Silence)
<p. 10>

Mat with silence she gradually expands her representati-
veness by using her surname, then her sacial and geogra-
Fhic references ("I"m the Jewish girl from Yeoville .
It is only when Priacess categorises her racially (Ve
don’t want European girls here. European girls meen
trouble’) that even preliminary ewchange is possible.
This linguistic movement by Ruth from the personal
tawards a wider social definition of herself enacts the
Shift she nust wake from her habitual perception of
private identity to one where her identity is defined
within the structures thac suppart the household in the
actval conditions of Sophiatown. Her whiteness is the
Fredominant feature oOf her identity in Sophiatown and
all other perceptions of her identity are subsumed in
it. Her confusion about who she is is isolated and
confined within the all-encompassing difference of race.
Barly in the play the apparent range of possidle identi-
fiers seems limitless, end produces “a perfect confus—
ton” in her

1 dan't know what the hell 1 am. I”m Jewish
I'm ¥hite on Tuesdays, I°m Sauth
African on Wsdnesdays, I'm a Democrat on
Thursdays and I°m confused on all the other
days. Mostly I°m just confused.- (p. 27)

But in the context af the household’s perception of
racial difference, the question of her identity is an
“own affair® which makes little difference to anyone
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else. For the Sophiatown residents the representative
categories of race and gender are sufficient. Questions
of perscnal identity do not materially alter the pre-
vailing conditions determined by racial policies. Far
them she is and consistently remains “the white girl”,
for that 4s the only category in which Sophiatown can
accomnodate her difference.

So while Ruth struggles to determine her own identity,
“trying to change my whole life”, the household indulges
her, secure in the knowledge that her whiteneas is the
anly ecategory which is immutable and cannot be changed
by an act of personal will.

Nowhera is the oppressive reallty of apartheid practices
registered more strungly than in the ideological
embedding of racially discriminative practices in the
experience of those most oppressed by such practices.
The household knows, as Ruth dees not, that the barriers
erected between black and white can be remaved only by
dismantling or destraying the economic and political
structures which sustain the racial ideology. Ruth
believes she can ‘“cbange her whcle life” within the
existing structures. But the family knows that wanting
is nat enough. Mingus eventually challenges her assump-
tion explicitly

Ja, white girl, Vhat do you do? You never
work. You just want, want, want (p. 65)

to which Ruth has no reply except a sense of exclusion
Vhat“s going on?
Bven at +the end Ruth cannot finally relinquish her
beliet in the potency of personal identity, Jakes’ as
well as bers.
Jakes: There’s nothing you can do.

Ruth:  If you had opened up for = moment, any-
thing would have been possible. (p.70)
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She never fully acknowledges the commection between her
personal identity and her representativeness, between her
personal relations and the effects of actual conditioms
on them; her own entrapment in the legislated categories
of 1dentity that definitively demy her personal “[” a
place in Fophiatown’s communal “we®. All she can da is
divest her already threadbare semse of identity af its
Yeoville elements by an act of negative will

Jakes: We’ve both known yow have a back door
to Yeovalle,

That door is clesed.

¥o its nat.

Yes it ia.

Nonsense.

Jakes right now I don“t know where I°m

going but the o - to Yeoville is
shut.

Jakes: Fo ...

Ruth:  [°m the one wha“c & 1t (p. 71)

Dispossessed of her linguistic, ocultural, mational and
palitical  identity, Rutk vanishes iato the “barren
ground”  between Sophiatown and Yeoville “so large it will
make us invisible®, forloraly oclinging to the last
untenable but (nviclate temet af her faith in tbe power
of individuality.

She has na identity and no place except “the wasteland”.
Her language capnot withstand the greater might of her

race.

Like the family she lives with, Ruth becomes a displaced
person, But theirs is a publicly acknowledged and visible
deprivation. Hers 1is not, and indeed makes no difference
to her public identity. The visible and confirmable
failure of her cherished ideal of the “free individual”
redpunds only on herself without effectively opposing the

|
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of an opp and opps ng society. The
axtinction of the WESSA, like his construction, is en-
tirely a private affair, The “Useless Man® of the eariier
play has dematerialised himself into a solitary ghost, a
lingering after-image of a WESSA idea,

Cyltural Unity and Racia] Separation

But the 1liberal, literary tradition of Europe which sus-
tains Ruth’s concept of individuality finds ap answering
echo in Sophiatown, in the farewell soeme between her and
Jeces. Both here subscribe to the Eurccentric literary
tradition that makes tragedies aut of the opposition of
individual love and the social structures in which their
love 1is enacted secratly, With Romeo and Juliet as their
literary models they see themsalves as would-be “star-
crossed lovers’. At this point the play becomes not so
much the recovery Of an alternative past as a nostalgic
re-ensetment of a European literary <cradition. Ruth’s
volce and Jakes® responses turn the dialogue into a sang
for two parts 1n harmony. Ruth spesks from Yeoville and
finds en answering voice in Sophlatown, speaking the same
language and sharing the same ideplogicel perspective of
English oculture, Here, in the tragic consequences of
apartheid, the tragedy seems to lie in the separation of
like-nindedness, rather than in the suppression of
alterpative idenlogical persps . 1y English

reasserts itself against the dominant racial perspective,
Ideclogical wunity, through a shared literary history, is
s fragile bridge across the wasteland of racial diffe-
rence, But it 1s recognised 2s sush too late and the
unity 1t promises appears too little against the ~wedge®
the “Bosre” have driven between tham,

Jakes: We lost what little ciance we bad.

We naver took 1t.

Jakes: Well, let’s just say we failed,
. 703,




Bnglish, Tsotsitasl and Fahfee”s Numbers Language

Cne of the language features of the play is ite use of
tsotsitaal. Kavanagh (1985) identifies tsotsitaal as the
language of the proletariat while -educated Blacks speak
English” (p. 40). He describes tsotsitasl as

originally an Afrikasns dialect used by
criminals ... it has been taken up by ather
sections of the black groups in urban areas,
for erample by the youth, the musiclans and
journalists. It became virtually the accepted
ldiom of the shebeen subculture ... it linked
sections of the intermediate class with
sections of the proletariat. (p. 42>

In Sophistown the use of tsotsitaal raises interesting
questions regarding an audience’s perceptions of English
in relation to a range of class structures among the
characters, Mingus is  primarily associated  with
tsotsitanl in the production, yet it is Fahfee who leads
Ruth through her lessuns in it, Jakes® article in Drum
features an American-English idiom rather than teotsi-
taal; Mamariti, the =shebeen queen, uses it not at all,
preferring English heavily spiced with ' hrowaway cumments
in Zulu, It may be that there is . distinction here
between 1ts use as a dramatic device ami for the purpase
of reflecting social “authenticity’,

In the scene where Jakes, Mingus and Fahfee are teaching
Ruth “the language 0Of the Streets’, 1T is evident that
all three men are familiar with tsotsitaal. Mingus and
Fahfee speak it, and, though Jakes doesn’t use it, he con-
fesses “in moments of weakness I even speak tsotsitaalc)
it is clear that for him his comnections are class rather
than race-based, He regards himself as "a would-be intel~
lectual” and so disscciates himself from the proletariat
and their language., Fahfee has a different view: “It’s
die taal van die ouens, I. o a sophisticated tasl,” His
conmections with the working class are closer, as are hia
sympathies,




But Fahfee’s languages include a variety of Englishes.
Ae  well as his proficiency in both Afrikaans and
tsoteitaal, he uses a range of English registers. There
iz his “language oOf numbers’ which may be described as
hia  accupational register, characterised by short
vtterances, ritual incantations, non-grammatical forme
and  rhythmic repetitions. Vithin this register the
metaphorical code ©f meaning attached to the numbers
expands the possibilities of theatrical significance,
allewing the language a dramatic resonance too:

¥hat“s the number? What’s the number? Number
4 - dead man, trouble. Number &6 - bees,
trouble. Number 27 - dogs - trouble,

The summarising characteristic of newspaper headlines is
a feature of his register as the bringer of newa and
shares with his numbers mode 2 brevity of sentence
structure and use of repetitiom:

Hay, hey, hey, News of the day. News of the
day. Albert Luthuli has been banned. Eleven
houses to be sold to the Resettlement Board,

Here the attention-getting device of the newspaper head-
line 1is expanded %o sccommodate the verbal patterns of
speech, but the similarity of the two kinds of utterance
allows for the formation Of a personal ideclect which
distinguishes Fahfee from all the other characters and
reveals his social contacts as wider ranging than
theirs. Because his language is more flexible he stande
in an intermediery position between all lbe classes and
social groups representad in the play. Hi® proficiency
and his pleasure in tsatsitaal emerge in his role-
playing function as Ruth’s partner in toe lesson, sa
that the lesson serves ss a lesson for the audiance too.
They are introdured, as Ruth is, to the sacial farms of
a class generally inaccessible to them. Tsotsitaal here
is used as a carrier of the behavioural nurmes of the
gangster sub-culture, rather than as a means of verbal
communication, 4s Dollimore (Dollimore and Sinfield,
1985) states:




Te learn another language is to acknowladge
the existence of another people and
acquire  the ability to function, howaver
crudely, within its secial world, (p. 367

Beyond this cross-cultural and inter-class framework in
which +the lesson is presented, Fahfee uses tsotsitaal in
another context: as a carrier of feeling, Vhen be is
emotionally engaged he discards his other forms of
spesch and uses a teotsitaal which has none of the
ritual phrasing of the lesson:

Hulle s& die Native Resettlement Act of 1954
se die hele families wat hier in Koffifi
phola, hulle moet klerie. Hulle sé daar’s
accommodation in  die new  lecation vam
Headowlands, (p. 35)

Compared with Ningus® much more self-conscicus and extra-
vagant use of it, Fahfee’s teotaitaal appears embedded
in “'= Jaily experience. Vhers Mingue uses it to present
a particular public image of himeelf, Fahfee uses 1t to
cunvey fastual information. An snalysis of its elements
reveals that Afrikeans predominates in vocabulary and
grammatical structure (“die hele families wat in Koffifi
phola’). yet key diatormation is rendered 1n English
¢new location”) and, more surprieing, so is reference
to the legislation which enforces the removals and vhich
nakes Afrikaans the langusge of oppression. The associat-
ion of English with this oppressive system of government
(which 18 olosely assosiated with “die Boere’ in the
play), needs to be accounted for, It may be that the
explanation iz to be found in socio-political terms -
Afriveans 1s reserved orly for formal necessities; the
establishment of English as a lingua franca anmong
blacks, makes it more suitable for informal conveying of
tnformation, &»d in » sense removes the speakar one step
further from the hated legislative structures of
government. Or the expianation may be one of dramatic
necessity - the need to provide key taformation tm a
largely monolingual audi . in their 1 The




latter seems more immediately likely, (though the former
does meem tc operate at an unconscious level), Yor in
the context of the whole play a feature of the taotsi-
taal usage is a tendency to incorporate immediate
translation inta the structurs of the dialogue. & word
or phrase in one langusge is usvally followed by one or
more equivalent expressions in another language (=g, “my
sweetie, my tjerrie, my wietbit’), or it is explained,
as in “I‘m a virtuous, well-bred girl, I°m a nylon”.
This tendency suggests that translation is a dramatic
technique rather than a feature of tsotsitaal itself: it
agsumes the presence of monolingual English speakers in
the audience as well as bi-lingual and multi-lingual
English speakers, and it is a technique employed even in
the ubaence of Ruth,

This is a device noted in township theatre by Goplan
<1985, p. 218), where tsotsitaal is readily adapted to
the predominant langusge of any particular area, whether
Zulu, Sotho or Xhosa. Because of the {nformality of its
structure, tsotsitaal secems remarkably flexible and the
conditions of its usege as a class~based lingua franca
make it  particularly ble to n
changes such as this.

In Bophiatows, however, it is not presented as a rival
lingua franca to English; instead English incorpurates
the tsotsiteal, largely through the Fahfea’s easy
movement =among the various registers of his English, a
movement which extends inte free intra-lingual novement,
sa that teotaitaal becomes increasingly like an idio-
matic or dialectical extension of English. Separavions
betwaen languages blur as elements merge in the caourse
of ane wtterance or thought. And though Fahfee is the
mxjor exponent of this new linguistic formation, it is
present in the speech of Mingus, Princess epd Charlie,
though not in those vwhose affiliations are narrowsd and
sharpened by clasa loyalty, education or social aspirat-
ions,



Dramatically, then, the play is not concerned to explore
the tensions that a multi-lingual saciety way be
subjected to, mor to ascride politico-cultural tensions
to linguistic separations. Only 4n Mingus deoes any
difficulty emerge and this is wore to do with dramatic
tension within the character than with a thematic explo-
ration of intercultural relationships through language,

Hingus” wuse of tsotsitaal is the only indication in the
play of possible opposition between English and teotsi-
taal, For him tsotsitaal 4 an identity marker and is
used as a weapon in the defence of hia particular soeial
status, nmuch in the same way that Maurer (1050) desc-
ribes the use of argot as “a powerful reinforcement and
a defensive reaction o the hostility of the outside
world” (pp. 114-133). But for him, too, taotsitaal
functions as =& sociolect of English rather than as a
separate language. His insistence that Ruth learn 1t
derives from both a determination that she should
recognise her foreignness in “his’ world and a wish to
induct her imto the secrets of his gamgster subculture
in order to impress her. For him it provides a defining
image of himself in relation to a very specifio social
group. For Fahfee it expresses cultural as wall as class
connections,

L Usage and Soctal Sterectyping

But for all Mingus® insistence on the idea of taotsitaal
as & secret ocode that allows entry into his world, his
language usage is predominantly tied to the standard
English of the play, He is more acutaly aware of social
and class differences than any cne else in the play - he
categorises other characters (and himeelf) by a rigid
system of social structures derived from the ideological
values of the dominant middle class. With. a this his own
status 1is achieved by placing his gangster sub-culture



ing spectal’ category outside, and thus not subject to,
the low status that 1t would otherwise hold. But even
within his own social group, the hierarchy refiects the
same ideologieal stratification: he exercises his power
over Charlie in the same way that he demands recognition
of his status as patriarch of the family (however
token), His power base rests on physical foroe, just as
Sophiatown"s subjection to governmental decree doss; and
in his relationship with Ruth he assumes the same power
operates in meintaining gender distinctions; hence his
defensive deference to her, His class, race and gender
categories are manolithic, unchanging and exclusive.
There is an assigned place for everyone and everyome
must remain in their place. Ruth’s arrival creates dis-
order and panic, for she is a rogue presence who breaks
the established hierarchy and requires new categories to
be made in order to re-esteblish his sense of order,

Mingus® confusion 1is rendered in his linguistic actienm,
particularly 1in the uncertainty of his registers. Just
as nis social behaviour depends on performing within an
inflexible code of norms, =0 ton does his language
performence. His language usags shifte according to a
fairly rigid hierarchy which is dominated by Ruth’s
white middle oclass English. His use of tsotsitaal
appears to bs a deliberate move to declare his
allegiance to a soclal stereotype (3) by donning the
linguistic and dress codes of his special social group
and thus demending scknowledgement Of that group, His
heavy reliance on the varbal and visual signe af his
gangster role indicates a demand for mcesptance as a
member of that group, not me an individual. The clearest
demonatration of this ocours in the scene whare he
attempts to seduce Ruth,

Until this scens he insists On sterectyping Ruth - she
is -the white girl”, the “Buropean®, the “guest”, the
“visiiar® - and then attacking the stareotype he has




made ~ “Ja, white girl, it‘s your fault”; “Lock here,
vou're a bloody ungrateful. Why don't you bath?
I brought it specially for you’. He seems unable to find
a personal relationship to her, for the personal area
threatens the clearcut roles and rules he lives by.

In the seduction scene (Act 11, 4) his language reveals
uncertainty through his attempts to use a vartety of
registers, none of which is sustainable. First there are
the formal distanced utterances of the stranger (“Hiss
Golden”) with touches of assertive idiom to maintain the
social distance (“Ja, and when the majitas come?”), An
attempt at accommodation oOccurs when he ‘turns to a
register reminiscent of “high® literary style ( Tonight
there’s no sleep for either of us’). But this is too far
from his experience to sustain and he moves back to his
awn famfliar ground, and reasserts his racial categoris-
ing in a move to deny persomal intimscy ("¥hat’s the
matter with the white girl that she wan't get in a car
and come for a midnight ride? Is there something about
Mingus® face she doesn’t 1ike?’),  In this ubterance
with 1ts refusal to identify either uf them with per-—
sonal pranouns, he effectively escapes from the intimacy
he pretends he wants, using the distantiation of the
sterentype to separate them.

This contrasts sharply with the stability of Ruth’s
utterances in this scene. She consistently uses a
porsonal nmode of addrese here (me she dves throughout
the play> and at this point her personal register
negates Mingus® stereotype and asserts her presence as
an individual (“Look, Ningus, It’s late. ! don't feel
like going for a ride’), This drives Kingus to a more
heatad defence of his own position and he uses tsotei-
tapl to reinforce the social roles he insists they play
¢‘You're +too much of a larnie, you make yourself a
can’t-get, a nylon”). The effectiveness of this language
shift lies in the generalising nature of the noune; he
has successfully imposed & role on her, determined by




language and the social structures 1t contaims. By
turning o “his” language he has successfully taken
control of the terms of the relationship: they are his
terms, tath  linguistic and social. And the defining
categories are broadening. Where initlally he used race
classification, he now extends them to more general
gender classification: Ruth is moved from “the White
girl® category to the “tjerrie’ category, thus effective-
1y subsuming ber racial and class differences in her
sexual sameness with Pripcess and all other “tjerries”.
Through  linguistic manipulation he can control and
direct the terms snd the course of the relationship. The
fight for power is all but wom. Ruth’s linguistic limi-
tations prevent bher from counteripg this mapipulatio:
she can respond only within har own range and concedes
defeat o him (“you're meking it impossible’). Her only
way out 1is to resort +to non-verbal measures and she
removes her physical presence from the arens. Left the
verbal victar, Mingus celebrates his victory with an out—
burst of tsotsitaal, the symwbol of that victory, using
it pow not only to assert his triumph but to express the
physicality of the exchange. Freed from the physical pra-—
sence of Ruth, be can now admit and express his sexual
interest without baving to enter the strange and for him
inkibiting arem of personal relationship. That the
physical images are abusive and insulting is & source of
satisfaction to bim, part of the triumph of his lang-
vage, as well as a solace. His linguistic assertivennss
allows hir to regard his physical rejection with some
complacency and reasserts his control. He is able to
turn a personal rejection into a rejection of himself as
3 representative of “black”, “gangyter’ apd “man’ and so
save face while simultenecusly reducing her to “dangling
balloon tits ... bloody backside ... hoandervieis ,..
bloady nylon ... bloody bitch”. She is a stereotype
again, and her rejection of him is siwply anotber confir-
mation of that stereotype; his rejection by her is a
socio~political rejection, not a persanal rejection. The
status que is re-established.




Jakes,
Mingus

take

Mention has already been made of the thematic dialectic

batween
scene p
This tension.

personal and social identity in the play. This
rovides a complex and inevitable enactment of

it indicates a
speaks  from

diffarent from Ruth’s

In contrast to Ruth's farewell scene with

sharp differentiation of voicas:
an ideclpgical position quite
and Jakes’, His unwillingness to

inability to

account of persanal factors is matched by Ruth’s

function outside the personal area. But

there

Ruth

is o disturbing ambiguity about this scene: it is

is

difficult to determine

intended to ba.

how “real” Mingus® interest in
There is little evidence in the

rest of the play that Ningus® character is structured on
the WVestern notion of “personality’ as distinct from his
social reality. There are strang indications that dis-
tinctions of this kind simply do not extst: his public
role is his personality.

Yet the style of the play is very much that of Buro-
cantric drama, where individuality provides the scurce
of dramatic conflict.
appears ta belong to another theatrical genre from the
other characters in the play. This clash of theatrical
style makes the task of the audience difficvlt, for it
does  not allow them to synthesise these dispsrate
theatrical elements coherently. In this scene the marked
differences betwsen Mingus® reality and the naturalistic
reality upon which the others depend confront each
other, and the result is substantially in favaur of the
naturalistic reality familiar to an audience culturally
inclined st1ll to look to Europe for its values.

Dramatically speaking Mingus

Hot that Mingus” s*yle is exclusive to Black culturae.
The performance skiils be uses are similar to those
required 1in a Brechtian epic performance - the flam-
boyance Of heightened physical and verbal movement that
allows the actor to be perceived behind the character,
the technique of playing ig an audience within a scene,




which deliberate.y creates & double perspactive for the
sudience, balancing the actor's physical presence with
the constructed reality of the dramatic character (4.
The Ruth/Mingus scene 1is constructed around an assump-
tion of pretended privacy, where Hingus® character is
constructed from an assumption of the putlicness of
performance - 1t is not a pretence at bebaving as if in
private. And bacause the whale play rssts on the assvap—
tion of the pretence of privacy, the presentation of
Mingus is not comfortably accammod-ted within the
dramatic genre of the scenes in tke pley, though it is
similar to the style used in the songs.

Swumary

The praduction af Sophiatowa, then, can be sald to demon—
strate in 1its genre, its content and ideology and its
linguistic elements, its allegiance to dominant middle
class South Africap values. Ruth finds acceptance in
Sophiatown because the Softown lifestyle derives its
values from a Eurocentric middls class perspective.
Whers alternsative cultures or subcultures are represen-
ted, thase are assimilated. The hegemonia contral that
English asserts is seen tO be almost complete, so that
linguistic alternatives such as tsotsitaal can be
readily encompassed. The audience, the makers and the
performance ars all acculturated into the oolonial
cultural history of English, which may be dascribed as
enlarging 1ts cultural sssociations through the addition
ot elements of tsotsitaal, Afrikaans and indigenaus
Black langueges. The exposure of the mono-lingual VESSA
to these developments mway well be part of the process of
altering the =tandard English of South Africa toa
broadsr-based, more ‘“popular narm derived from Black
multi-lingual English speskers, as Ndebele recommends
<1087, pp. 13-14),




187

ASIHANALI

It is this, in the first instance, that !
mean by the atructure of feeling. It is as
firm and definite as “structure’ suggests yst
it is based 1in the deepest and often leaat
tangible elements of our experience. It is a
way of responding to a particular world which
in practice 1is not felt as one among many
oihers - a conscious ‘way® - but is, in
experience, the anly possible. Its means, 1ts
slements, are not propositions or techniques;
they are embodied related feelings. In the
same sense, it is accessible to others - not
by formal argument or by professicnal skills
on  their own, but by direct experience ~ a
form and a meaning, a feeling and a rhythm -
in the work of art, the play, as a whale
(Raymond ¥illlams, 1087:18)

Where g@gphiatcwn ie concerned with the effects on the
Fresent of recovering and articulating the silences of
bistory, Asinamali =ngages itself predominantly with the
present as the bistory of the future, [ts characters
recount their personal stories, describing the events
that have brought them as prisoners to Durban Central
Prizon., Bongani is a migrant labourer who bas killed his
girifriend; Thami is a farm labourer who was seduced by
nis  white employer‘s wife and convicted under the
“immorality’ Act; Bhoyl s an activist friend of Meize
bube, a popular leader of the Lawontville “asinamali
campaign’; Solomzl is a victim of a confidence trick by
Bra Tony, a petty gangster whom he admires; and Bheki
finds bimself cunvicted of “political” orimes and
zentenced to seven years after a polize raid on the
house of his common law wife.

The play invites {ts audiences into a dramatic werld
where survivel is & question of evading for as long as
possible the legal system and its representatives which
make crimipals of us all, Inevitably, though, the state
and its machinery impinges on all the characters and
with 1its attention comes an inevitable path through the
law courts and the prison system,




Betu onuble sewuzawufela efele
sewtuzafela ejele butu amuhle
Mina nawe siboshiwa sofela la.
<A handsome guy, you will die in jail

Go on - you'll die in jail
Me and you, prisoner, well die here) (5)

the prison officer sings. Unlike the world of Fugard-s
The Road to Mecca, there is no personal salvation
possible here, no escape from the conditions imposed by
the dominant system of state control, except in death. ‘
811 roads here, for the living, lead inevitably to the i

prison cell,

Williams concept of “the structure of feeling” pravides

a theoretical basis far examining the dramatic world of

the play, of registering “the effect of a whole lived !
experience <(as 1t) is expressed and embodied” in the -
play, in order tio assess the degree to which Asinamall

may be mald to express a particularly contemporanecus .
South African sense of identity. Hence in this study, I

shall ba continuously relating the language usage to:

- the +heatri 1 techniques as they are exprassed in
the dialague;

~ the conditions of the making of the production LR
insofar as these can be {nferred from the language
of the play; and .

- the cultural function of the play where this can be
seen to express a particular sense of theatrical
function  within  the dislocated structures of
aparthetd palitics.

Theatrical Collaboration and a South African ldentity

The asspciation of MHbongeni Ngema, the author and .
director of Asinamaii, with the Market Theatre has been
a long and fruitful one, Starting with Woza Albert im
1981, it 1s continuing currently with a second Sarafina




company due to open at the Market Varehowse in December
1088, while the original performers are playing in Bew
York under the Harket banner. The assoctation appesrs to
be marked by Ngema's inoreasing control of his work and
his companies of performers, although financially the
Market appears to retain control of the economics of
production as well as of touring, which suggests some
degree of artistic control as well,

Ngema has established himself, though, as an inter-
national representative for South African theatre, as
Gibsan Kente, for instance, has not. Thie bas largely
been due to his association with the Market Theatre.
Asinamali muy thue be sSeen as a product of the inter-
regnum  political conditions in South Africa, where
“Black® theatre 1s warketed abroad through the infra-
structures of white nanagements. Although the play was
created by black South Africans exclusively, it cannot
be described as ap example of all-African theatre, in
that 1t is through 1ts association with and financial
support from established white oultural institubions
such as the MNarket Theatre that it has achieved its
popularity and eritical significance as representatively
South African in both a local and international contexs.

The anomalies of the Market’s own history - its growsh
from an “alternative’ cultural fringe venue to an estab-
lished and economicslly viable theatrieal imstitution -
invite  questions abowt the relation between its
cultural activities and parceptible changes in dominant
local ideology, but these are beyond the scope of this
dissertation. It tis possible to aseert, though, that the
association ©f  Aeinamali with the JMarket Theatre
Foundation is indicative of a developing sense of South
African identity arising from creative, collsborative
theatrical productions where African performers arti-
culate their axperience of contemporary conditions for
white audiences supported by white mansgements (8.




Anomalous though this South African identity might be,
the kind of collaborative effort this involves struc-
tures a different set of hierarchical relationships from
those of, say, Sophiatown, where the terms appsar to
consist in white cultural facilitators structuring the
“raw material’ of black experience into culturally and
theatrically recognisable (familiar?) forms. I[n cont-
rast, too, to Saturday Night at the Palace, with its
highly specific representativeness of VESSA conscious-

ness, Aginamsli is neither “purely” African, nor does it
overtly present itself as a bridge across the gap
between white and black “structures of feeling” in the
wsy that Sophiatown does. Indeed, many of its {nternal
contradictions seem ta arise because it recognimes and
enacts the gap that exists between white and black
perceptions of socio-political conditions operating in
South Africa., This 1is nowhere more evident than in the
uneasy =hifts of stance that it takes in relation to its
audiences: there seem to be two distinot and separate
groups that it addresses and the divisions appear to be
made on the familiar race - language intersection which
most profoundly imposes on all Sputh African groups.

The language usage in the play - its multilingualism as
well as the incunsistencies in 4ts functional use of
Bngiish - are indicative of more fundamental ambiva-
lences regarding the theatrical relationship betwesn
avdiences and performers. Theatrical questions arise,
such as haw the characters present themselves to thelr
audiences; on whose behalf they speak, to whom and in
what relation audiences ara invited to place thanselves
in relation to the characters and the performers, I am
proposing that in  attempting to answer these questions
through an amalysis of the play’s language usage,
fsinamali may be seen as an example of what the concept
af » South African fdentity currantly encompasses in a
epecifically theatrical context. The ambiguities of
“we”, “them’ and “you’ as they are used in the dialogue




renders prectsely the ambiguities with which current
ideas of Sputh Africanness are invested. It is my
coptention that these language shifts within the play
are accurate registers of the unease and ambivalence
which constitute the ‘“structure of fealimg® for
performers and audiences alike. Further, 1t is this
responsiveness to current “structures of feeling® that
has made the play so popular.

L : Function, Role and Repry tion

The dialogue is characterised by clear distinctions
between the three languages used, English predonminates,
with a strong (though variable) proportion of Zulu being
used, and relatively little Afrikaans, Blending is not a
feature of the langusge usage; and the usage in esch
language appears to conform to current “standerd” South
African speech,

One critic commented on the play’s “simplistic language”
«Biman, 1986); another noted that “the English parts are
lucid and clear” (Villiams, D., 1968), Unlike Saturday
Hight at the palage the English usage here does not
feature estreme vernacular variations, nor, as in
Sophiatown, 1s the English marked as thab of second
language @peakers, There are few distinctions betwsen
the language ©f the narrative sequences and the
sketches, and few ideolectical variations among the
speach of individual characters (with the exception of
Bongani, who mtutters).

Warrative utterances are characterised by shart senten-
ces, simple statemsnts relating action and emotional
distance from the events described., The tone is remini-

scent of the carefully narrative prog: on
to be found in the textbosks of alternative or people’s
education courses. Por  instance, Bheki‘s personal

testimony begins 1ike this:




I come from Zululand. In Durban [ got a place
to stay 4n Lamontville township. During that
time Msize Dube - a very strong leader and a
powerful volce for Lamontville - was killed,
The reason f '~ his death vas that he main~
tained that we have no money, So we cannat
afford to pay high rent increazs. Pacple toak
up a slogan “Asinamali’, and police went to
work, Nany of us died and many of us went to
jail. Me too, (But it was all a mistake} (7).

This suggests that one of the play’s functions is to
serve as an oral bistory for the people encompassed by
the “we® of the narration.

Personal testimony 1is providing popular histerians with
the material of popular histery and in this sense
Azinanali does offer itself partly as a wocial histori-
I document. Like the popular history courses, it is
cerned to develop @ broader sense of community among
geographizally  separated people who share similar
experiences of wocio-political conditians by acting as
the transmitter of information about regional conditions
to other similar township communities. Like the teachers
in people’s education, the actors assume roles as local
ropresentatives. A certain authority is vested in them
as  praviders of information, though this autharity
derives from and represents the consent of the group in
zonstructing  particular perceptions of themselves,
Bheki, in this speech, speaks with the voige of “one wha
knows Lamontville’. His personal “1° is rapidly subsumed
in a communal ‘we’. By the end uf the speech the “me”
has acquired a communal jdentity, so that his language
1z inscribed with the shifts 1in social relationships
that accompany a geographic relocation from a rural
honmeland to an urban township,

The “simplicity’ of the language here, where idia-
syncrasies of utterance are avaided, focuses theatrical
attention on dramatic events rathor then on dramatic
character, towards narrative rather than expressive



theatrical purposes. Theatre's participation in  the
making of cultural history is thus foregrounded. For an
audience each -character apesks as the representative
voice of a parti-ular community and their representative-
ness  Is confirmsd by those in  the auvdience whuse
experience 1is -imilar. Far those who db not share these
sondittons, the astors acquire a diffarent kind of
authcr ity  thoe  cpeak  with the avtbority of “those whu
knew “@ thome whe Jo not”. For them the is
exclu.:ve, ani plaie: them in an implied other category
iv 15 possible to sustain different and
bipe  within a single audience
simvicamextsly.  The relationship betwsen perforuers and
any  memtsr a3z Jan audience will depend on  extra-

we

of  Cvaut.

rolatis

theasrisai “otrustures of tfeeling” An audience member
sanev Slecare his theatrical experience from his
“wor Fiiturs : the prozesses that have shaped his ways

@f v¢ 1 initng cperate oqually in the dramatic world.

shomtrical method was to  draw an
“::1ying temporarily at least) with
slar greup an individual within that group,
¢ Dethod b nitially to invite an audiencae to
plase’ o2 . group representad by each of the
sintints n between a peychological and a
approast wits all the dmplications of
wre rhat ‘nese ayproaches antail.

wheatrical pertormance, though, there is
acentative rule played by the actors: for
ot the play thev serve as representatives
x “ilence  ttself, s¢  that whatever the schies
“Ferating  within the audic they are simultaneously
torged  -%0 a amall identiziable community themselves.
Thin 1° achieved through uzing the acters as listeners
10 The -voriec of each of the other oharacters, Their
rale hore 13 to serve as “crowd orystala® (Canetii’s
phracer, to speak as the volce of the audience. A good




example af this can be seen in the following passage,
where Bheki {s the story-teller. The other characters
interject with questions to elicit further information,
comments about the events which pravide the norms that
an audience may be expected to hold; and bursts of
2 enctional P that direct and foocu- the
recponses of particular members of an audience.

4 noticeable technique hare too is the delighted pre-
empting of the story-tellsr’s next words by the listen-
ers, which serves to confirm an audience’s knmowledge of
what has been said before. This is a standard teaching
technique and its Uss here strengthens the educative
function of the play by sustaining the teaching role of
the actors.

Bheki: And then I came baek to Durban

Bongani:  Lomontville.

Bheki: No by then I had no placa to stay,

Bhay1: Kenti ubuhlalephi wens mfowethu?
(Vhere did you stay?)

Bheki: E Durban Stationi

ALl Durban Stationt

Bhelki: For four monthe,

All: Four months.

Bheki: Everyday [ pretended as if [“ve missed
the "laat train, and whemever a white
ratlway policeman came by, I would

Y.
grab nmy bag, look at my watch - which
was not working -

AL cLaughter)

Bheki: - shake my head and mumble some words
in Zulu,

Solomei:  In Zuluf

Bongani:  Ubengathi  usela ushiwe yistimela
kanjalo.
(As if you've missed the train.)




exampla of this can be seen in the following passage,
where Bheki is tha story-teller. The other sharacters
interject with question® o elicit further information,
comments about the events whick provide the norms that
an avdience may be expected to hold: end burste of
exuberant emvtional response that direct and focus the
responses wf particular members of an audience.

A noticeable technigua here ton 45 the delighted pre-
empting of the stery-teller”s next words by the listen-
ers, which serves to confirm an audience’s knowledge of
what has been said before. This is a standard teaching
techniqua and itm use here strengthens the educative
function of the play by susteining the teaching role of
the actors.

Bhekis And then 1 came back to Durban
Bongani:  Lamontville,
Bhelki: No by then I had no place to stay.
Bhoyi: Kanti ubuhlalephi wens mfawethw?
(Vhere did you stay?)
Bheki: E Durban Station!
Al Durban Stationt
Bheld: For four months,
All: Four manthe.
Bhelris Everyday I pretended as if I“ve missed

the "last train, and whenever e white
railway policeman came by, 1 would
grab ny bag, look at my watch - which
was not warking -

413 (Laughter)

Bheld: - shake my head snd mumble some words
in Zulu,

Solomzi:  In Zulut

Bongani:  Ubengathi  usela ushiwe yistimela
kanjalo.

(A8 $f you've missed the train.)

i



Bheki:

Bhoyi:

Bheki:

A1d:

Bheki:

Bboyi:

Bongant:

Soloazi:

195

Ja mfowethu!
(Yes my brather>

Zvery morning I would go %o the
toilet, wash my fr .e and shep go look
for work.

Vhat about your luggage?

It was under the chairs in the walting
room, Hela kwase kuvumunzi wami ke
loye <(because it has turned to be my
nouse) and for four months 1 would go
up and down the streets laoking for
work. Standing in those lomg queves
with my passbonk in my hand and ten
times a day that same answer -

No vacaney!!

Ayintlanga landeba madoda,
(That“s not good)

Tubit
Cit”"s bad)

Ushc\ uliphinde lelo mfo ka Mgadi
You can say that again Mr. ¥gadid

Imbi, imbi imbia mfawethu.
(That“s bad, that’s bad my brather)(d)

The scenss (perhaps sketches is more accurate & term
are not distinguished sharply from the narrative mono-

logue

by different linguistic or ireatrical technigues,
They emerge from

the narrative and become an extension

@f it. In the court scene, the “pipl office” sceme and

the ~shosbox

scene’, for example, nctions are seen,

rather ‘than described in words, so that the language no
longer has to carry the scarvative line.

With this functional shift from linguistic description
to visual demonstration, the language function shifts to

ive

bellishment”: character types, the

technical versatility of the acturs and, most natice-

ably, the play
narrative thread.
verbal exchanges

of linguistic wit develop arpund the

1t is the performance qualities of the
that command attention bers. The




assistance of the whole group of prisoners in enacting
each others® stories in the scenes produces a high
theatricality which defies the legic of non-dramatic
reality. This theatricality is expressed in the extrame
range of contrasts in the physical sownd patteras of the
actors” speech: intonation patterns extend their range
towards the melodic patterns  of music; syllabic
contrasts in length are inereased; vowel shapes held and
energy levels swiftly juxtapositioned. The interruption
of sound by long silences also occurs noticeably in
performance at these points,

The effect is of bravura playing by the actors, which
finds ite greatest force and sconomy when “scenes” are
enacted by a single actor, as for instance in Bheki's
whispered confidences tbrough *he keyhole to Sergeant
Nel. Part of the effectivaness of this dramatic mono-
logue 1lies in the enormous physical energy generated by
the stage whisper in which this sceme is played. Far
physical emergy is theatrically the material means of
eubodylng emotional intemsity. The oconstraints of the
situation (Bheki wants not to be heard by anyone other
than the Sergeant) and the physical demands on the
actor’s energy ta be heard clearly in the anditorium
create a strong theatrical counter-tension which is
exnibited 1linguistically im grestly increased articula—
tory and breath wnergy. Consonaptal prominemce is
balanced by greater length and openness in the vowels,
sz that the physical sound systems of spoken language
ara eumphesised, enhancing the smutional comtext of this
speech.

At one point some two-thirds of the way through the
monoclogue the utterances are written in this way:

Always when he does night shift he gaes there
and takes out a girl and then late late we
bear him come back with that woman.
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On  paper this reads as continuous, rhythmically even and
primarily narrative 1in funotion, In performance, how-
ever, the actor interrupted the fiow frequently with a
variety af pause lsngths, replaced the rhythmic regulari-
ty with constant variations through lemgthening and
shortening syllabic vowels and on “late late” carried
the speech into the melodle range of song, repesting
~late” five times in a falling, dimipuendo inflection so
that the speech gemerated powerful emptional meaning and
redirected 1its purpuse towards expressing collective
outrage at a parsonal level.

Orality and Literacy §n the Play

This enphasis on the physical qualities of sound in
language 1s characteristic of story-telling im oral
cultures. As more than one oritic has remarkad both the
theatricel and ltnguistic structures of this play ave
infarmed by the traditions of the story teller. All the
features by which Ong (1982) identifies oral as againmst
ltterate thought were apparent 1in the performances of
Asinamali -

the dntimate linkage befween rhythmic oral

patterns, the breathing process, gesture and

the bilateral symmetry of the human body.
<1982:470-481)

Like Malinowsisi before him (1923) Ong discerns the
difference hetween orality and literaoy as primarily a
difference in the Tunction of language:
among oral peoples generally lanmgvage is a
node of action and not simply a countersign
of thought. (1982:32)
Yet 1%t would be naive to categorise Asinamali as simply
a contemporary example of a “treditional Black cultural
form’. Asinamsli cannot evade the ypressures of the
literary-based culture in whih it has been made, mor
the processes af rehearsal ovt of which it emerged. Both




T e
. e e

have sarved to exert a stabilising infivence on the
dynenics @f 1ts orality. There existsa number of written
versions af the performance text, as well as a video
racording of a performance constructed for television,
So the continuous present 1in which the spoken ward
occurs can operate only in a performance. The evidence
that these records of language action provide, point to
but do not substitute for the evanescence of spoken
lapguage’s special relationship to time. As Ong remarks,
“Sound exists only when 1t is going out of existence’
(19821325,

While this may be true during performance, the pro-
duction is stabilised by the relative fFixity of the
structures and aystems in which it is constructed,
markated and presented. The continuous repetition of
rehearsal, the gradual substitution of formal dialogus
for improvised exchange among the mctors, the conscious
selections of partlcular theatrical effects which deter-
mine and fix relationships within the drama and between
andisnce and performers are indicators of the inter-
action between Lliterate and oral thought in this play.
Ong descrites this fateraction as a gemeral condition.

It is the oral word thet first iiluminates
consciousness with articulate language, that
first divides subject and predicate and then
relates them tp oOne another, and that ties
buman beings to one apother, Writing intro-
duces division and aliepation, but & higher
unity as wall, It intensifies the sense of
self and fosters more conscious interaction
between persons. Vriting 1is consciousness-
raising. (1082;179}

Perbape the most telling indicator of Asinamalis
inability to evade the effects of literacy is its
insertion into the commercial, competitive market of
papular theatrical entertainment, and its success there.
This precludes any attempt to give it reductive labels
such ea “traditional®, “ethnic” or “Black” to isclate it
from other kinds of contemporary theatre or from its own
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sontemporaneity. Asipamali is most particularly of {ts
own time and of vrban South Africa. [n the two years
aince {ts last performance here this has become more
apparent, The vehement outburst against “the bloody
fucking pass laws' and the onactment of the burning of
an  informer might naw be viewed (with Some relief) as

recently past, but our consciopsness Of these as recent
Aistory informs our sense of what constitutes nur here
and now as ditferent, That 1t does not seem so very
different now, given tha continuing State of Emergency,
ts partly an effect of the theatrical intersection of
arality ond literacy that dinvests the play with its
remarkably vivid performance values,

tongnpts of Bistory

Whers sophiazown directed its “consciousness-raising”
towards 3 bistoric past, dgingma)i directs it towards a
historical present. So it simultanecusly offers the
precent as a bistorical moment to be lived through, and
te be recogniced as a separate and particular moment in
the historicsl continuum of other particular moments,

The two plays thus embody different concepts of the
hictorical process and the relationship between past and
present. In Fophlatown “memory is 2 weapon; recovering
the pamt 15 perceived as impinging causally on the
present. In +the historical continuum the events of the
past prescribe tha possibilities of the present and
cerve as a measure of ths cholces that oan be made in

the present to direct the future,

In Aginamall the rpresent is history; past events are
impotent and meaningless except in their felt effects
now. This historical continuum is Sustained not by the
causality of actions but in continuoua snd consistent
resistance to historical causality, Both plays demand a

et e e




future different from the past, but the means of break-
ing the causal chain ara seen as different. Sophiatown
proposes that re-enactmant of past failures mekes under-
standing of the present possible, Jts didactic function
as a kind of aral educational reference work takes pre-
cedence over its functian as & contemporary historicsl
social testament. In {ts theatrical genre it compensates
for this distancing by enphasising a naturalist styls,
S0 that empathetic resp: to counterbalan:
the literate historicel perspective it presents.

Asinamsli, in contrast, roots itsslf powsrfully in the
oral perspective of an eternal present and engages its
audiences in active responses to the pomept. Hence
structurally it appears nore random in its thestrical
arrangemants, and more erratie in ite relatiomship with
its audiences, In its accounts of past actions - the
¥illing of Msize Dube and Bongani’s seduction by Nrs.
van Niekerk, for example - these are presentad within an
all-sncompassing present. When a story is told the
emphasis 1s not on the fact that it happened but op its
recreation now and the responses it evokes now. In this
way what is now, was +then. The present contains the
past: present anger or leughter reaches back and makes
the events of the past real, tangible and immediate. The
past does not determine the present; rather it is the
present wbich makes the past sccessible. This perception
evalves from the emphasis on the features of orality, iz
contrast to the literate perspectives that gSophiatown
favaurs.

The Play’s Mpltilingualism
At certain wmoments in the play English, Afrikasns and
Zulu are presented as separate systems functioning

sutonomously along parallel courses, with predictably
comic results. This is particularly evident in the court
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scene whers Bheki is convicted. But at other moments,
English substitutes for Zulu. The implications of this
will ba discussed eeparataly.

in the court occene the divisions and confusions that
separate languogas produce are theatrically exploited to
intensify the tension between the energy of performance
snd  the intractability of the apartheid structures
ageinst which the play hurls its thestricsl energy, All
the oomlc effecta of translating literally batween
English and Afrikaans are used to render both languages
comically “unnatural’: meaning dwindlas under the sheer !
quantity of words required to conduct the trial in both .
offictal languages, while the acoused’s use of Zulu
further separates  the official languages from any i
semblance ©of relationship with contextual meaning, Thia

sezene linguistically enacts the unbridgeable gap betwsen

the operations of Althuseer’s  ~Idealogical Stata
apparatuses’ and Villiams® “etructure of feeling”. The

due process of the law pur@ues ite oourse mechanioally

and inexorably in the two official languages, finally

crushing any verbal resistance in its path by the weight

of 1te awn “runavay bureaucracy” (Heaa 1088).

Only the interpreter <(played by Bhoyl) swustains a
tenuous link between statutory constructs of identity
and those constructed by sccial and personal relation-
ships. 1t 1s through Englisb that the official exercise
of Afriksans magisterisl power is enacted on the luck-
less Zolu victim Much of the satirical intent of the
scene ocours through the interpretar’e control of the
situation through his poseession of multilingual pro-
ficiency and his powsr to censor the utterances of the
accused. It is his judgement rather than the magist-
rate’a that detarmines the course of justice; in him we
see the monolith of state dowtnance momentarily iaflu-
enced by persomal cunsiderations when he decides whether
ar not ta trandlate the prisocner’s defence against the
accusation that his testimony is unreliable.
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Bheki (prisoner) Bebe ingishaya Ddaba, they

were beating me wp Makhosi!

Bongani (policeman) Kade ushawa wubani?
(V¥ho was beating you?)

Thami (maglstrate) Vat was daai?
Bhoyi (interpreter) Dis twak agbaar.
Thami (magistrate) Skuldigl!

Bhoyd (interpreter) Skuldigt! ‘

The interpreter’s choice here is a critical ane, and is

made on the basis of his personal entrapment in his

official  identity. His work provides him with the -
protection of the atate Jjudicial eystem and he must i
sacrifice Bheki 1in the interests of bis own safety fram

cimilar police action against himself. Satisfying the
requirements of the judicial system usans denying those

aspects of identity which commect him to the prisoner,

Pt 4t also means he contrals the system and its higheat
representatives, The oorrosive effects of collaboration

are introduced comically here, to be taken up later in

the play with more devastating emotional effect in the

scene which enacts the digging up of the informer’s budy

and the mob burning of a policewan.

Angther source of comedic sharpness in this scene is in
the subtle distinctions of neaning that ocour in the
literal rendering of meaning from Afrikaans to English.
During performances thers was evidence of huge delight
omong  the multilingual performers and evdience members
in registering the linguistic comedy. For instance, the
Afrikaans use of ‘vrou’ does not distinguish, as English
does, between the possible contexts of “woman® and
‘wife” (with all the sceial and culiural vamificaticns
that these entail). This produces confusion in  the
distinction betwaen a commgn law wife and an “pifictal”
wite. The generality of the concept “vrou® in Afrikeans
is juxtaposed with the extraordinarily complex workings




of the official legal system and Afrikeans is demonstra-
ted to be inadequate in administering its own systems of
dominance,

English is not exempt from this kind of ridicule either.
The Afrikasna phrase “dle skuldige gewete® is rendered
in English with the definite article - “the guilty con—
science” - a deliberate awkwardness which renders the
meaning of the Afrikesns phrase absurd and 1ts expres—
sion  in Englich equally su. Bilingualism here is used as
a weapon to diminish both languages.

Zulu 1in this context serves as the langwage of “real
life’ as against the official categorising that the two
wfficial languages enmgage in. The introjection of Zulu
into the slready confused language relationship between
English and Afrikaans almost destroys the idealogically
determined lingwistio categories the court sustaine, It
requires the intervention of the policeman, with the
fmplicit physical threat this implies, to restore the
mythe and the power of official uiscourse.

Themi: Se by nie papa na jou?
Bhayi: Does he not say papa ta you?
Bhekd Uyasho impela athi baba impela

nguyise nomAa kungeyena owesande
(Yes he ie my =on but he is not
legitimately mined

Al Aha! Ahat

Bongani:  Wayidida inkantolo lomuntut (Here
~ you are confueing the court!) (9>

During this scene Bheki is reduced to silence while the
weight 0f the legal discourse gathers its power in the
double iteration of the charges in English and
Afrikesns: nine charges become eighteen and a seven year
sentence  doubles in length. State ocontrol exhibits
itself most formidably through the action of its lang-
usges. Language i power; words are weapons against

e kel



neaning. As nmeaning vanlshes the sheer quantity of
official words effectively crushes any verbal resistance
and traps its victim in incomprehension and silence.
Zulu and 1its speakers can exist only in the gaps and
zilences of officlal discourse.

Artigulating the Silences

But most of the play emacts preoisely the 1life that does
exist within these gaps and silences. Much of this life
is articolated in English, English thus shifts context-
vally from its oppositional stance to Zulu to a funotion-
ally substitutive role,

Barlier onme of the play’s functions was identified as
creating a broad-based sense of community among all the
disempowered and marginalised pecple of the townships
surrounding Durban, Cape Town, Johannesburg  and
Bloemfantein. But it is apparent that there is a simul-
taneous contradictory impulse present to speak to people
who constitute the domimapt “other”. That both these
inpulses are articulated largely in English invests the
play with much of the ambivalence thet is characteristic
of attitudes towards English in South Africa,

Certainly the use predominantly of English as the lingua
¢rance of the play suggeats that commercial rather than
political considarations were largely responsible for
this ochoice. This inmplies that the production was
designed primarily to present its cummunity to others
rather than ta  itself, Oenerating resistance and
solidarity emong those it speaks for appears to be lass
important than endeavmuring to reach e wider local and
international audience,

But neither purpose necsssarily excludes t'n other. To
elicit a sense of solidarity among thase who experience




and dehumanising requirss
are recognisably similar to

apartheid as  oppresstve
presenting that
thase actually experfenced in the townships.

situations

Equally, 1in striving to engage members fram other domi-
nant South African groups, as well as audiences in Ofher
countries, 1in sympathetic support for such resistance,
it is necessary to provide evidence of the events which
evoked the violent anger and frustration that resulted
in such extrere mass action as the burning of informers.
1n both

historical
1ts audiences,

casus the play must serve as a socio-paliticael

“document” in order to achieve its effects ow

Ngema deseribed the play as “a testament as opposed to a
(Dean, 19853, W¥nile this needs treating
cavtion 1in 1ts context (as a statement to a
representative of the white South African press given
during the Dplay’s first the Harket
Theatred, it doss emphasise the pedagogic aims iuplicit
in the play, I would hesitate, though, to diemiss its
celebratary appeal as either reductive of or opposition-
al to the testamentary function, The point is that it is
only through offering testamentary avidemce of actual
conditions that esther purpose can be achieved.

celebration”
with some

presentation at

But seenm that there are limits set in the play
on the degree to which a white Sguthk African avdience
engage in the wvents of the play, This is evident in
Ngema“s use of Zulu and English as interchangeable
languages, Fuor he deliberately reservas each language
for particular kinds and qualities of theatrical and
extra-thestrical experience, in spite of the apparent
interchangeability, This is particularly evident in the
songs.

1t does
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Thae Use of Songs

all the songs in the production are sung in Zulu. ¥hile
the viden production provides sub-titles in English, in
the theatre production there was no equivalent access Lo

the meaning of the words for non-Zulu speakers, oven %é
during its presentation in the United States and Europe.

Ngema seems to be deliberately withdr.wing at these

points into linguistic privacy and using Zulu a5 a .
linguistic barrier between some aspects of the play and
the audiences he purportedly seeks to engage. As I shall
demanstrate, this exclusion ot critical points in the i
plav produces theatrical uncertainty and a misdirection P
of avudience response which damages 1its imtensity and
perhaps its lntegrity,

The songs serve as 2 means of expanding the play’s
action into a symbolic represemation of a perceived
general condition, There are work sonmgs, laments, songs
that call for action and songs that prepare the parti-
cipants for action <10). Dramatically their erfect
depends on taut counterpuinting betwesn the musical
elements - the rhythms, nelodies and contrapuntal
qu:stion~and-answer strvstures - and the meanings
supplied by the words. But Ngeme has remaved many of his
audiences from the means of responding to the theatrical
tensions between the wards and the music by mystifying
the language at points where he is most critical of
white South Africans.

As an exanple, One of the sangs, & javntily paced work-
song  which uccure immediately after a direct address ta
white audiences, serves apparently 2s a release of
theatrical temsion from the intensity of the didactic
confrontation that precedss it. But the lyrics of the
song sustain the confrontational stance:




Abelungu wudami
Abelyrgy wudsmi

Ngifice abafana bethondu na ngathunda
Agabhajwa ngql

‘Damp the Boers

¢Dazn the Boers

1 found the boss ejaculating., 1 ejaculated.

1 got v.a.

Again,
with tha
and  music are
somewhat

shoe~box,

slow,

there

on the spot) €11)

after the account of Bra Tony”s conf dence trick

i & song in which the words

set in ironic counterpoint: the music is
wistfully

reflective and low key, while

the words say “We're op the march, no matter how hard it

will be”.
There are 2 number
apparent theatrical
ba  the

Energency

failure,
need to circumvant local censorship and State of
laws which might well result {n the banning of

af possible explanations for this
one of which is likely to

the play for presentation to white audiences. This would
not  account, though, for the protection of ignorance that

Ngema provides for other European avdiences.

Another explanation may be found in the history of the
play’s performances. It was initially presented to town-
ship audiences, where Zulu would not provide a linguist-
in the same way that it does for white South
to the Market Theatre and
subsequent American and European tours has meant that
history is inscribed with oftcn dis-

iz harrier
Atrican audiences, lts move

the production’s

parate slements of that history. The use of Zulu may
well have been judged to induce the specificity of
“authentic® language and thus confirm the authenticity

©of the cenditions it testifies to.

Or the linguistic
cative of a more

barrter that is set up may be indi-
deeply embedded opposition to the
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concept af share: identity in a South African context.
Ngema‘s willingness ‘o enlighten his “other” audiences
may bave limits: thus far and no further.

Whatever the reasons, the result 1s to diminish the

dramatic effectiveness, Theatrically the play depends on

the intricate systems of confrontational strategies and

invitatiops to ite audiences, The direct polemic address

by the actor .ot the character) to the audience after .
the account of MNeize Dube’s death (12) relies on the
ud4 ‘s an of tr hy information about
the feelings amd attitudes of the pegple it represents.
Only then can its didactic purpose succaed. But by per-
mitting an audience to respond only selectively to ane
aspect of the songs, these delicate dramatic balances §

tend to collapse. This is borae nut by reviswers” com- .
ments (both local and American.. Generally they were

unaware ©f the dislocation between muslc and lyrics so

that tbematic considerations were igmored and attentian

focused on emotiecnal response to the physical features

ot their performance, thus perpetuating the myths sus-

tained by dominant discourse abowt the ‘natural’ musical

azd performance attributes of African performers (13).

Audiencus are thus divided by the meparation betwsen .
English and 7Zulu in the play, for responses depend .
strongly on whether or not audience members are pro-
ficient in Zulu.

The language strategies Of Asinamali are thus very
different from those in Sophiatown, where the uss of
tsotsitasl (v+°  1ts blending of languages) and the
blurring of .istinctions: between languages opens rather
than closes accass to shared meanings. Ry sustaining the
boundaries betwsen English and Zulu and retaining each
for specific qualitative experience, Asinamnli often
denies the possibilities of meaning common to all its
audience members, From accounts of the production’s
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reception in the United States and Canada it seems that
Ngema was awars of tMs. In one interview he is quoted

as saying

Things have to be clarified (here) in a way
that’s Just not ascessary back home in the
townships “The subtle things you can say in
Afrikaans and Zulu just aren”t there”
<Grigsby, 1986).

Certainly the progressive adaptations of language : age
that successive manuscripts exhibit point to a cantin-
uous responsiveness to the effects of different venues
and different audiences on the play’s performances. Yet
whers mwed of the Zulu dialogue has been replaced by
Znglish 1in later performances, the Zulu songs are alusys
retained in thelr original form. It is as 1if the
discourss of apartheld 15 so deeply emwbedded in South
Africans at an uncanscicus level that separateness
remsins an unalterably persistent condition of identity,
even anmong those who most ardently seek to dismantle i&
and whe consciously resist its manifestations. Even in
Asinapali the dominant ideclogioml construction of
identity through assaciating race with langvage appears
to be hegemanically unshakeable.

Other Gaps and Silenges

As  has been shown, Asinamali’s language enacts the
oppositionsl relationship between dominant “official”
discourse and the stlenced majority through its use of
Afriksans and English as “official’ languages on the ona
hend, and Zulu and “unoffictal’ English on the other.
The triumph of dominant discourse in the court sceme and
the articulation of alternative silences in other scenes
farm the structural basis of the play’s theatrical
shape. But there are other silences which the play does
nel articulate; and 1t 1S in these that the triumph of
dominant discourse is most tellingly enacted.

i
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One of these 1is the conspicuous dominance of male dis-
course and the equally telling absence of the discourse
of women, As all the characters are men the production
inevitably marginalises the axperience and responses of
wopen among its audiences. More noticeably thers is a
stlence too in the dramatic world about the effscts of
official dominance on the lives of the women of the
townships, The women wha do exist in the dramatic werld
- Bheki's woman, the women prisoners, Mrs. van Niekerk,
#rs. Mandela and Mre. Botha - exist peripherally as
providers of the means Of sconomic, political or pro-
crestive power to promote a male struggle. They are not
+pemselves participants.

Eheki’s woman pays the train fares and her house in
Lamentville enables him to become “a boss in a dead
man's  home’. Mre. Mandela produces “heroes’ and
‘revolutionaries’ for the struggle; Nrs. Botha breeds
“doge” and armoured cars’ in retaliation. The women
priconers are the means by which the Sergeant can find
bis own sexwal gratification and demonstrate his power
over the male prisoners. Him sexval abuse of “their”
women enacts his abuse of his officially sanctioned
power over them. Their sexual deprivation exemplifies
their political impotence; him sexual freedom within the
prison 1is possible only within the protective custady he
enjoys within the laager of the state’s dominance,

Sexual activity is thus an unacknowledged weapan in the
economic and political struggle. But the weapan is women
and the wielders of the weapon are men. Vardera and
prisoners alike subscribe to a dominant male ideology in
which women and their possessions are owned by men.
Although women are prisoners, tom, at Leeuwkop, their
imprisonment 1% wuot subjected +to the same scrutiny.
Their cell is off stage. 4nd sa top is their dramatic
role in the play.




For while women are presented as possessors of material
and  zexual goods, they appear in the dramatic world anly
to provide these for the men, Hence sexual possession of
women 1impliss economic and political possession of their
power. fust as Bheki acquires "a home in Lamontville®
and becames “a boss® through his sexual possession of
hls <(unnamed) woman, so the Sergeant can flaunt the
power his official mtatus gives him over the other male
prisoners by his possession of “their® women. VWomen are
objectified  into the means and indicators of male
political power. And it is in this disopurse of maleness
that state power and resistance to state dominance find

common  ground.  Dominance is, beyond the political
struggle, finally male. While women may themeelves
possess the weans of surviving and resisting state
encroachment - money, a house, children ~ they can

participate in the political and ecomomic structures of
oppocition only by providing goods and services ta the
men - by offering their nmaterial possessions and their
sexual and procreative capacities to men, for men. Thus
in the play they serve as “matural” resnurces far the
men. Thelr power as ownare <Of their bodies, their
hores, their money) 1is acknowledged only insofar as it
cerves the interests of men. Only Mrs. van Niekerk
evades total eptrapment in the silence that male dis-
course imposes on the women in the play and even here
the silence 1is only briefly articulated in a very small
whisper which fades quickly into silence again.

When her husband is sent to the border for army duty she
invites Thami to provide her with her sexual “daily
bread’. But this encounter as it is rendered in Thami’s
stary is tightly constrained by male discourss to
marginalise and diminish it. Dramatic techniques such as
gender-substitute perior tas occcurs in pantomime)
and a falsetto vaoice are used to broaden the character
into caricature. The actors respond to the story with
briadly  sterectypical responses ta induce in the
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audience the notion that the episode is outslde the
norms  of expected or accepted behaviour; and much
emphasis ie laid on the racial categorising at this
point in order to stress the abmormality of the event.
All these techniques ensure that Mrs. van Niekerks
temaleness is  subsumed by her whiteness and her
individuality by her representativeness. For inmatance,
when she asks “How dc feel about a white waman?’ Thami
replies “1 want them” (my emphasis). EBqually she is
depersonalised by the contrast betwaen her and the pigs.
For Thami the relationship with her “was like a dream”,
whereas he

¥knew (the pigs) all by thalr names. They knew
me too, they knew all my sounds ... I would
cit in tae middle of the pig sty and listen
to their voices as they talk to each -~ .er.
Lovely creatures.

The {ncorporation of female sexuality into those classes
nf ralationship which are “forbidden” (the racial cate-
wry  torbidden by law, the animal by a more fundamental
Belint in the difference Dbetween human and animal),
Zerves ta sever connections between the stary and “real”
dramatic 1ir-, so that the whole episode assumes the apa-
srypbal proportions of myth ar farce. Nrs. van Niekerk's
sexvality is not in this cantext them a real or neces-
sary element except in 1te effects. [t makes Thamt “a
bose”, “a gieat man’; it makes her an object to be
embraced with -Iirtv hands tull of the plg’s food”, She
engenders. respon . in Thami and in his avdiences: they
can acknewledge Ler cleverness (“kuva clever nokhu aku
wwmadam', her whitrness, and her difference withowt
having  to acknowledge her femslansss which ocan be
successfully mystitisd by boing Subsumed in the other

~ategories. VYith the Arrival of her husband che ventshes
inte the silence from whick she so briefly emerged, The
story is completed without her: “Vhat bappened? Shit
happened. Kak happened. ibat 5 why I°m here’. She has
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inttiated
She  creates

events but has
situations  but

no part in the congequences
lives in them waly
vicariously

SUMMARY

play of paradamzes, sontradictions
call for unified resistance among
townships is
Itz determi-
identity that

Asinamali 15 thus a
and separations. Its
the officially silenced people of the
flawed by 1ts own
nation ta resist the
legislated identity creates is undermined by
simtlar fragmentation. The racial and economic practices
and bierarchias it seeks sa energetically to dismantle
are themeelves embedded in the idenlogy enacted in the
dramatic of the play, so that 1t seems unable ta

unrecognised silences
fragmentation of
aften

evants
the destructive effects of the conditions out of
whizh it emerged. [ts performances enact theatrically
precisely those tensions and dislocations abowt which it
cpeaks dramatically and
*he dogree to whbich an audience recognises this.

ite suecess depends finally on
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NOTES: CHAPTER

1. Cempare this with Purkey's later sense that self-
recognition was not enough: “if we wanted to under-
stand who we really were, if we wanted to find out
our real bismtory and reflect what was really going
on  around s, wa could not remain an all white
group. Ve had to overcome the barriers imposed by
apartheid” (Purkey, 1985, p. 284}

2. For an anmalysis of the various factors that con-
tributed ta the Soweto uprising of. Lodgs, 1983,
ch. 13 espescially

To an educational system alrsady subject to
severe strains was added the doctrinajre
ruling on the use of Afrikaans in mathematics
and socizl studies, This was objectionable on
several graunds; few teachers were qualified
to use the language, proficiency in English
was papularly regarded as a pre-requisite for
clerisal employment, and Afrikaana was un-
acceptable for ideological reasoms (p, 381).

3. The ooncept of social stersotypes derivas from
Laboy’s werk, of. Bdwards, 1976, pp. 26-30.

4. This theatrical teschnique is described in Brecht-s
theories of performance, cf, the chapters on Brecht
in Braun (19§2), Rocse-Evans (1984).

6. Textual quotations are derived in part from an early
draft manuscript as well as from transoriptions of
the video recording made by Portobeilo Productions
in Llonden . The lyrics of the sangs are given in
Appendix C, together with mapusoript translations
and/or video aubtitles,

6. gupport for this kind of collaboration in theatre
production was given by John Xani in a speech at the




launching ©f a book about the history of the Market
Theatre (Schwartz, 1988). Kani said “I am glad as a
wouth African first and a black map sectind that the
Merket Theatre exists® (December 1988), But this
attitude is by no meaps sharsd by all Black South
African  theatre practitioners. Oibson Kente is
quotad (Hollyer and Luther, 1985) as saying

The Market is too political. 1t”s a platform
for palitical stands, and that”s not my kind
of thing. I don’t like it <(p. 307,
Maishe MHaponya and Hatsemela Hanaka resist usiag
the Harket Theatre too, though for different
reacons
Both Manaka and Maponya feel the predomin-
antly white and wmiddle class nature of the

Market  oudiences  affects  their  work
negatively, (Hollyer and Luthker, p, 30)

7. The last sentence occurs only in the video record-
ing, not in the mnuscript.

3. The order of the dialogue ie different in the video !
irom the manuscript and some deletions have been
made,

9. From the manuseript. .
16, ef. Appendix 2. . ‘

11. The saubtitles render this in 2 more restrainad way, I
cf. Appenalx C.

12. For the full text of this speech see Appendix D.

13, dngelbreeht s raview (1988) axemplifies this when
he writes “Bach of the five succeeds admirably as z
singer/ dancer/actor, confirming my impression that
Blacks may be batter equipped than the majority of
local White performers,”




CONGLUSION

A vation which does not help and does not
encovrage itc theatre is, 1f not dead, dying,
just ag the theatre which does not feel the
social pulse, the historical pulse, the drams
of its people, has no right ip call itself a
theatre, (Federico Garcia Lorea) (1)

The aim of this dissertation bas been to examine the ;
aztual language practices in three examples of contem-
parary South African theatre productions in English for
evidence of current perceptions of identity among SAE
ucers, as wall as to discaver same of the functions of
English in South African theatre. 3

Bach ©of the three examples offers a particular
perception of +he intricate relationships currently
existing betwsen English and its South African users.
There is also evidence that the raeclal ssparations
engendered by dominant legislation are to some degree
mitigated by English usage by both white and black South
African theatre practitioners. The variety of that usage
further suggesta that English is exhibiting & capacity
to acconmadate a range of cantradictory responses to
Beuth African conditions. It can thus be argued that the
future of English i3 intimataly connacted to the davelop-
ment of a comprehensive South African identity.

Two premises underpin this study:

that language i¢ a pripary means of sgolal and
dramatiz action;

- that languege iS inseribed with the value systems of
its users,

[P S WD
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The first implies that assessing the function of parti-
:ular spoken utterances is critical in determining the
ontexts out af which they arise. In the theatre comtext-

wality simultanesusly encompasses all the contexts of
the dramatic world; the theatrical immediacy of the
event as it happens; and the deuse socto-ecanomic and
palitizal that surround the perf nce. Hence
in analysing the three productions my task has been to
ietermi-e not only what is said and how, but mare

tmportantly, why.

Fogarding the cecond premise: 1f language is a primary
of identifying the "structure of feeling’ existing
group of people at a particular
moment, then dramatic dialogue, as it is
a performance, performs a double function. It

neans
within &
hiatarical
spaken  in
*hoce “wtructures of feeling”, lnviting sudiences
*n experten:e them as lived within the
all their acecumulating experiences, at the
ame time as 1t [recents such ideological action as a
sruzture.  In sther words, responsive feeling and the
apgrebension of fueling as structure co-exist

particylar

sracts
experieaces
Snrinuum af

jiwen these pramives, theatre perfoctmance assumes &
cmntra) posit.on in the life of its society, for it
veiomes an  active <ultural manifestation of the iden-

iogies that bind all
fiable community, [Fhe

the participants into an ideati-
effects of a theatre production
~n its participans may then be said to be indicative
~f ewtra-theatrical uncial and political attitudes and
trl.efs ©f this community, A production is thus both a
product of its makers and a maker of its participants
1n that the 1deologles a proiuction enacts derive from
and rosonate back inta the lives of its participants.

Eati of these three productions presents a dramatic
world unlike the others. This s not simply an effsct
o1 theat .cal genre but has te do with the specific




ideclogical perspectives of each grovp of perfarm. .=
playwright =and director. Within the common facto: -
English, the varieties of English usage offer cle
distinctions among the ideological perspectives of these
*plays. Function and usage have thus provided the two
points of reference from which ta identity perceptions

of the performers about themselves and their relation-
ship to other South Africans.

One of the perceptions common to all three productions
is the strong sense that identity is determined by refe-
rence to an “other’ and that this ‘uther’ has profoundly
to do with notions of race and language within South
Africa. This seems to be the most unassailable barrier
to the evolution of a South African identity. Because
all three plays are performed in English, language is
less an iseue bere. Examining the nature of the relation-
ships that occur within English between the imposed
“otherness” of white and black South Africans in these
plays is, however, extremely pertinent.

1 propose therefore, to conclude by tracing these re—
lationships as they are exhibited in these three plays

Chapter 3 identified a persistent WESSA anxiety regard—
ing bis ocurrent political and soeisl identity, revealed
in his concern with the uses to which “his” language is,
and wshoyld be, put. Coetzee (1988) Lnas discerned a
similar precccupation in VESSA literatura:

Hany English-colonial doubts about oultural
identity are projected and blamed upon the
Englisk language 1tself ... partly because
English makes no claim (as Afrikaans does) to
being native to Africa, partly hecause of the
mystique, promoted by emigré teachers with a
stake in maintaining = special status, that
English is spoken correctly only in south-east
England, and thea only by a certain secial
c.ass, partly because the writer’s audience 1s
split bstween coloniais with whom he has some
community of experience and metropolitans to

much has to be explained that he
inevitably lapses into exasperated simplifi-
cations (p. &),
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aturday Night at the Palace exhibits similar doubts
which are expressed in the linguistic uncertainties of
Vince and FPorste’s idiom as well as in the play’s ideo—
logical entrapment in the paradox of both supporting and
refecting the VESSA & domimant statvs quo. Coetzee atiri-
butes the WESSA"s sense of the failure of his language
«ta be ‘one in which Africa will naturally express
iteelf’) to his “inability to conceive of a society in
which there is a place for the self” (p. 9

The notion of the self as a private and separate emtity
is a recurring theme in many VESSA plays. Slabolepzsy’s
Making Like America =as well as Saturday Night at the
Palace, and Junction Avenve's Faptastical History of a
Useless Man =and Sophiatown, all exbibit this particular

sonceptual  construction.  Vince's aggression towards

and his pr pation with his awn “spectal-
ness” suggests that he suffers from a persistent fear
that there is no place for him in an altered soclecy
The social terms 1n which he expresses his sense of a
personal self appear to comsist 4n fighting a lonely
persanal  struggle against a hostile “other’ which
threatens to deny him a perscnal place and to engulf
the territory he currently holds.

But the sense of failure and pessimism generated in
Jaturday Night at the Palace 1s alleviated to some
degree in Sgphiatown, Here +the WESSA representative,
Ruth, also displays a tendency to regard herself as a
special, privileged and isolated unit. And in effect she
is. As the sole VESSA volce in the play her relations
with the Sophiatown household inevitably shift away from
the assertive . 4 defensive stance that Vince adupts
against both 1 and Saptember. Ruth’s move from
Yeoville to So, i«town is a conscious attempt to crass
the no men’s land perceived by everyome in the play ta
exist betwsen them. The unfamiliar conditions mesn she
mast enter inta new relationships which will be




datermined less by her than by these conditions. Her
place in the structures of relationship cannot be
unilaterslly claimed

One of the most interesting developments in this play in
the context of the question of VESSA identity 1is the

way in which Ruth’s consciousness of her persopal iden-
tity 1s modified. The frame of reference that Sophiatown
sets round bher nakes hcr the “other” against which the

Sophiatown community identifies itself, The effects of
this displacement are registered in her continual
questions about who she is and, more sombrely, in her
inability to find answers or a permanent place in her
adoptive cammunity

Vince dies defiently defending his “right” to a separate
and personal identity. Ruth discovers that she cannot
escape hers. Sophiatown is only a temporary refuge from
the limits of her Veoville identity, but even here the
Yeaville limits effectively ensure her isolation in a
margineiised and increasingly meaningless persanal iden-
tity, Her place appears to be in the homeless no man’s
1and.

The hegemonic effects of divisive “otherness” operate on

the

household

willingness to

as well as on Ruth. For in spite of their
induct Ruth ‘nto the ~Softown lifestyle”

her
begin:
usety
force
into
limit:
are
ione
impos
canno
Sophi

place is firmly constriined by her “otherness’. She
s as a stranger, becomes a visitor, then a socially
1 asset, and finally, when the - ~essure of imminent
d removal reachas orisis point, Mingus turns her
an enemy. He blames her for the removals, The
5 of shared langeage and shared daily experience
reached, Words cannot withstand the actual condit-
and ideological severances that racial separateness
es. English 1is not enough. Personal co-gperation
t reach across the wasteland between Yeoville and
atown, The force of English as the language of

e e



offtcial decrees syaps the fragile personal relation-
ships custained by its use in the home.

In Agipamsli the process of diminishing and margin-
alising the place for a WYESSA identity continues.
Oppasitional racially deternmined relationships between
black and white are epacted without him. He has na place
at all in the dramatic acticn and is relegated to
observer status in the anditoriun. Yet the wuse of
English is retained both in its officlal form and to
voice the passionate resistance of the townships to
state dominance. This dislocation between the VESSA and
English sesls the cocoon of silence that began with his
own retreat into the privacy of his specialness. The
zombined forces of race and language, which oreated the
concept of a WESSA identity, are the means of exting~
uishing 1t, WESSA space in the socio-lingulstic and
political stage shrinks to a pinpoint and vanishes: his
language 1s everywhere, his race is dominant but he has
no identifiable features to make him visible, The frac~
ture between “white® and “English-spesking® marks the
final disintegration of a doubtful tdentity.

Yet there 1s & lingering after-image. If he has no
voice, the WESSA ghost apparently has ears. The actors
in insmali mave out of the dramatic action, speak
acrose the gap batween Stage and auditorium to address
hin directly; to challenge his silence and demand his
understanding and his answer.

What 18 1t? Talk. Vhat is it7
the sctor asks a VESSA audience member. And them, more
significantly, the “otherness® of the VESSA as audience
is gathered into the “we” of the actors:

My friend, we‘ve got ta look for it., We've got
to look for it. [te deep down in your heart.

Actor and audience, ALS and VESSA briefly merge in a
common  identity in  which a WESSA  identity 1is




acknowledged (“your heart”). The VESSA momentarily par-
ticipates 1n a “we” which grants him a place dietinctly
his. W¥hat defines that place is not clearly identified
though 1t 1is suggested that part of the collective
action of the “we’ invalves a scrutiny of VESSA beliefs
¢“We've got to look ior 1t. It"s deep down in your
heart”). Against all the evidence of the play and its
structure of feeling, the image of a VESSA identity
Slaws faintly again, created not by the WESSA himself,
but by his “other®.

The persistence of the concept of a VESSA identity here
may well be the effest of bhimtorical nmythalogising, Yet
the urgemcy with which Asinawali’s “cass® is presented
in English directly to its local and international white
English— m, a1 that ALBs do still
perceive the VESSA as important. His judgements do
apparently still matter. He 1s perceivad as a witness
(an audience), distanced fram the turbulence of action,
and thus valuved for his ethical neutrality. Ae with an
audience bis vardict is critical to the success of the
drame; bis approval is sought; his understanding is
necessary. Only he can complete the meaning of the drama
that 1s enactsd. He has a particular place and a parti-
cular role to play.

The 1implications of the theatrical casting of the WESSA
into the role of audience nesd to be pursued, For if
this perception is not simply a fading resonance of the
VESSA“s dominant history, 1t might indicate a paseible
identity for the future, based on role and function
rather than either race or language Asinamsli doas seen
to perceive 2 certain serviceability in the silence and
inaction of the porary VESSA. If the WESSA can
accapt this perceptien as a point of departurs, he may
be able to discard (at last) his current perception of

himself =as a “useless man® and engage the concept of use
more positively. From the ghost of a WESSA identity may
emarge a new identity: a USA - a Useful South African.




NOIES

Quated in the PACT programme for “he production of
Travelling Shots, 1968,

I have been unable +to trace ‘the original source
despite assistance from saveral PACT administrative
staff menbers.



APPENDIX &: RESULTE OF A GURVEY THE HUMAN SCIENCES
RESEARGH COUNCIL AND FACT UNDERTOOK IN
THE TRANSVAAL IN 1078,
From “Theatrs Research in South Africa”
in Crikyeal Arts, 1 (37, October 1980,
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APPENDIX B:  REGISTERED RESEARCH [N THE THEATRE ARTS.
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APPENDIX © AINE OF THE ENGLISH ACAUEMY OF SOUTHERN
AFRICA

The ohject of the Academy shall be to maintain and
propagate in Southern Africa the best standards of
English reading, writing and speech by endeavouring to:

1. Stimulate interest generally in the English language
and its literature.

2, Encourage the maintepance of good standards of
English in wchoole and universities.

3 Encourage improvement in the standard of English in
journalism, commerce, advertising and entertainment.

4 Strive for the attainment of widespread litaracy in
English.

5. Institute examinations of proficiency in English.
Co-operate with other cultural or aducational

organisations and foster co-wperatimn betwsen schopl
and univerasity teachers of Englieh,

7. Make awards in recognition of achisvement in English
in writing, speech and drama.

3. ¥ ke available books and other publications in
. ish, especially in the fields of science and

<ducation,

9. Detend the democratic rights of free speech and
pub)isation,



A SN

10. Dppose trends and policies inimical %o a full and
free edvcation in English and a full and Iree use af
English an an official langusge in the Republic o2
South Africa,

<Proceedings of the English Academy of Southern Africa
Annual General Meeting 1983
Presidential address - Professor R. Sands.)



AFPEND(X D: ASINAMALI SONGS
Qpening Song

Fanakalo Fanakalo

1 come from Zululand

Fanakalo Fanakalo

Hai yenza Fanakalo

Fanakalo Fanakalo

Hena hai funa lo masimba lapa

Hai yena lo Jim butala lo bunnyehaw
Bulala zonke

¢translation given in the manuscript)

Do like this! Do like this! Cx 2)
1 come from Zululand.

Do 1:ke this! Do like this!

Don”t do this! Do like thist

I don t want the shit here

Jim you must eat bread and gravy.
But don‘t eat the chicken

You can eat bread

But don”t eat the chicken)

Vemali usegoli
Vemali yami
Ngalamba ngayibopha
Vemali usegoli,

Prggeding the Vork Ssekers Sgene



¢Translation given in the manuscript)

My money is in Johannesburg
I starved then [ decided to love fasting
My money is in Jobannesburg

Becavse nost pf the guld mines oro there.)

Video subtitlest

The money is in the Johannesburg gold mines
But we have no money.

Song_of the Prison Varder and the Prisoners

Prisoners:  Abslungu wudami
Abelungu wudami
Ngifice sbafana bethonde ma ngatbunda
Agabhajwa ngqi
velimponmlo eithlele kanzine sithlele
Kanzima Kuginquke ishunu kukhala slinge
Ihunu.

(Translation in the manuscript)

(Daxpn the Beers, Damn the Boers.

1 found the bosa ejaculating. [ ejaculated.
1 got v.4, on the spot,

Limpopn we‘re baving it tough.

The Boer ia dying

The other ia crying

The other is running away.)

Varder: Butu omihle sewuzawufela ejele
seutuzafela ejele buty omuhle
Mina naws eiboghiwa mofels la.




<A handsome guy will die in jail -
Go on - youll die in Jail.
and you prisoner, we’ll die here.)

You can go to Cemtral Prison

You will find Varden Sondofish

You can go to Jobn Vorstar Square

You will find Makhandkandha - wany headed

warder

Come here to Leeukop Prison

You will find ndodgmnyama - pitch black
man. }

The Zulu version of the eecond section is not given in
the menuscript; the subtitles of the video suggest some
transposition of this sang.

They are given as:

Prisoners: Are we afraid of them?
¥o we are not afraid.
Ve are on opposing sides
And  when the fighting starts people will
die.
Vhites are danned They are damned
Whites are damned and this load is heavy.
On this side of the Limpopo River border
We are suffering.
Ve suffer here.

Varder: Handsome fellow you will die in this prison
Me and you prisoner we’ll die here.
¥e’ll both die here.
Go to Central Prison
And there you'll find Varden Sondafish.
Go to John Varster Square and you 1l find
Makhandkandhe the many headed monster
Come to Leevkop Prison and you'll find
ndodganyama, pitch black man
Me and you prisoner, we’ll die here,



The Song in the “Pipi Office”

Khanda libublungu weikhanda mayeza (repeated)
1 wezi (rep: )

min na nemcane angazibutha ezo Botha (x 2)
o wesl (-3

(Translation given in the manuscript)

I“ve got a headache witchdoctor

Witchdoctor, witchdootor

I am st111 young I know notbing about Batha

Witchdaotor, witchdoctor,

My head is sore with what goes on in thie place,
witeadoctor.

Video subtitles:

Hy bead gets sore
1 don”t understand Botha's politics.

The Worksong at Savage and Lovemore Roadworke

Uxam Xakie Nangu

Usam Xakile Bo

Mantei Imbuubelethe Imbulibelethe (repeated)
Zishe yam hayam ishawayisezela mntakababa.

(Translation given in the manuscript)
There is a monitor iizard. It ie troublesome.
Videc subtitles:

I cen emell something.

Something is amiss.
Who is guilty? Own up.

Tl g
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The Asinamali Protest Song

The English subtitles on the video trarslate the song

like this:

Mandela’s wife breed revoluticnaries

Mandelas wife breeds heroes. Haill

Botha“s wife breeds dogs. Kick them out.

Botha“s wife breeds armoured cars. Kick them out.
Bishop Tutu is a great fighter. Hail. Hail.

Hers comes Mandela our Prime Minister.

1 fael like going beserk and burning the informers.
T feel like going mad when I see an informer.

This is a bad nelghbour who informs for the Afrikaners.

Song at Begeni’s Funeral

transcribed from the English subtitles on the videa

recording.

Fight an.
The sound of their guns reminds me
That the Portuguese lost the war in Mocambique.




APPENDIX E: ASINAMALT

Transcription of the speech addressed directly to the
aydience after the account of Msize Dube”s death (from
the video of Aginamali),

But now, understand. It°s not only about the language,
Afriksans. [t’s not only about the rent increases, It’s
not only about job reservations or warking conditions.
It’s not only about gold, It“s not only about diamonds.
Its not only about sugar plantations in Natal. It”s not
anly about ... (indistinguishable) in the Cape. It"s not
only about the blandy fucking pass book. It°s not only
about the vote., It”e not only about the moral act.

Or $s it? or is it? Tell me, what Is it? Talk - what 1s

it, huh? What is it? What is it? (Lor sed you think
1°m playing games with you? You 1l | acting? I“m
not playing games, man. My friend, we . s lack for
1t. We've got to luok for it. Ite aown in your
heart.

- e
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