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Abstract

The investigation of theatre as an agent of transition raises the questiontodwthis

is possible. Theatre’s most notable attributésisbility to engage the hearts and minds
of its audience members. The central argumentatb@ple make decisions through a
rational and emotional process correspondinglyitipos theatre as a possible channel of
influence on its audience members. Applied TheatréllVV/AIDS education provides a
platform for further exploration of the possiblegatt theatre has on the behaviour of its

audiences, with specific reference to Interactiierhba Theatre (ITT) and adolescents.

This study commences with reference to the poteotimteractive Theatre in Chapter
One as a medium for experiential learning througfve participation — complying with
the documented prerequisites for effective learni@hapter Two gives a brief overview
of the development of revolutionary theatre forrtiksing interactive approaches, and
concludes with specific focus on Theatre In Edwsa({il'E) and its key features.
Chapter Three presents semiotics as a theoretisahrch methodology which enables
interpretive observations of the ITT process, tbgetvith qualitative assessment criteria
primarily based on engagement levels of audienagalmes. These form a proposed
framework for analysis of interactive performer-snte methods. Chapter Four focuses
on Interactive Themba Theatre (ITT) as a case sandypresents the ITT methodology,
its approach to learning, and performance procesShapter Four also introduces the
respective schools where observations took pl&@tepter Five gives descriptive

observations of the ITT process, specifically nefgy to the elements within preparation,



presentation and post-performance encounters,argmtral focus on the engagement
levels of learners during the ITT process. ChaPteranalyses the observations made in
Chapter Five in relation to the theatre group’éilfukent of their prescribed aims and
objectives, with specific reference to the elementkin the preparation, presentation
and post-performance encounters. This chapteslabkrescribed objectives in relation
to actual outcomes, and will focus on engagemetiieinteractive performer-audience
methods with the purpose of investigating theircaffy as a medium for audience
interaction. Chapter Seven comprises recommendatbthe investigations to enhance
the interactive theatre process relating to theamation, presentation and post-

performance dynamics in a TIE programme.

The conclusion in Chapter Eight highlights the impoce of engagement in the
interactive methods of a TIE programme for optimuompact to occur. It also highlights
that while learning may play a significant roleimfluencing behaviour, it may not
necessarily result in behavioural change. Inrdggrd, it is indicated how further
engagement at an affective level might impact angdie to the extent that behaviour may

be influenced.
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We do not need art, except that it helps usto
examine the chaotic experiences of our lives, except
that it reminds us of the potentia of our humanity,
except that it advances our political literacy

~Williams, 1993:106 ~



Abstract

The investigation of theatre as an agent of transition raises the questiontmw this

is possible. Theatre’s most notable attributésisbility to engage the hearts and minds
of its audience members. The central argumentatb@ple make decisions through a
rational and emotional process correspondinglyitipos theatre as a possible channel of
influence on its audience members. Applied TheatréllVV/AIDS education provides a
platform for further exploration of the possiblegatt theatre has on the behaviour of its

audiences, with specific reference to Interactiierhba Theatre (ITT) and adolescents.

This study commences with reference to the poteotimteractive Theatre in Chapter
One as a medium for experiential learning througfve participation — complying with
the documented prerequisites for effective learni@hapter Two gives a brief overview
of the development of revolutionary theatre forrtiksing interactive approaches, and
concludes with specific focus on Theatre In Edwsa({il'E) and its key features.
Chapter Three presents semiotics as a theoretisahrch methodology which enables
interpretive observations of the ITT process, tbgetvith qualitative assessment criteria
primarily based on engagement levels of audienagalmes. These form a proposed
framework for analysis of interactive performer-snte methods. Chapter Four focuses
on Interactive Themba Theatre (ITT) as a case sandypresents the ITT methodology,
its approach to learning, and performance procesShapter Four also introduces the
respective schools where observations took pl&@tepter Five gives descriptive

observations of the ITT process, specifically nefgy to the elements within preparation,



presentation and post-performance encounters,argmtral focus on the engagement
levels of learners during the ITT process. ChaPteranalyses the observations made in
Chapter Five in relation to the theatre group’éilfukent of their prescribed aims and
objectives, with specific reference to the elementkin the preparation, presentation
and post-performance encounters. This chapteslabkrescribed objectives in relation
to actual outcomes, and will focus on engagemetiieinteractive performer-audience
methods with the purpose of investigating theircaffy as a medium for audience
interaction. Chapter Seven comprises recommendatbthe investigations to enhance
the interactive theatre process relating to theamation, presentation and post-

performance dynamics in a TIE programme.

The conclusion in Chapter Eight highlights the impoce of engagement in the
interactive methods of a TIE programme for optimuompact to occur. It also highlights
that while learning may play a significant roleimfluencing behaviour, it may not
necessarily result in behavioural change. Inrdggrd, it is indicated how further
engagement at an affective level might impact angdie to the extent that behaviour may

be influenced.



The theatre allows us to converse with our souls passionately pursue and discover
ways of living with ourselves and others. We atadists, and theatre is a language. We
have no better way to work together, to learn aleadh other, to heal and to grow

(Michael Rodd, 1988: xix)

Introduction

Broad claims have been made about theatre’s tnanafve ability. This art form has
been regarded as ‘a potent transformative agenthivban open our eyes to new ways
of seeing and understanding’ (Taylor, 2003: xxvilQver time, theatre practitioners have
driven innovative approaches to challenge the sbtbeatre as extending beyond its
most celebrated function of entertainment. Thisagnantly articulated by Ken Wales

in his reference to theatre’s ability ‘to informtividelight’ (In Conversation with Ken
Wales).

These claims raise the questiorhofvthis is possible. What positions theatre as having
the capacity to bring about transformation? Is firemise viable? If so, in what manner
does theatre achieve this? Is a transformatidgheo€omplex human being truly

attainable within a theatrical setting? It is tleed to answer these very questions which

has driven this study.

The exploration of theatre’s capacity for change ¢t@nfronted the core parameters of
traditional theatre through these approaches. &psoration extended the domain of
theatre’s performance space beyond the physicatrthbuilding, and even redefined the
essence of conventional theatre — namely, theidivisetween the performance and the

audience:

Modern experiments have transformed lorries, b@&aisn
swimming pools, into theatre stages, and eventtdged audience
division has been fragmented in various ways. [(B#95:16)

! Veteran filmmaker on all the original Pink Pantfiens, The Tamarind Seed, Breakfast at Tiffany's,
The Party, Christy and Amazing Grace; Previous VHoesident of Production for Walt Disney
Pictures



The restructured space between the performanctharalidience was initiated through
various interactive methods in which the relatiopdietween the audience and the

performance was redefined, making forneractive theatr@pproach.

Revolutionary approaches emanated in theatre ftratsvere developed and applied for
specific purposes in community settings inter @l@anmunity-based Theatre, Theatre For
Development and Theatre In Education. These foifiseatre were classified as applied
theatre and shared a central aim to bring abounsfibamation of some kind:

[...] it is the application of the theatrical art forthat is being
harnessed to help communities determine some aspetio they
are and what they aspire to become [...] theatrepiatéorm that
empowers a transformation. (Taylor, 2003: xxvi)

Amongst other applications, applied theatre has laéen utilised to address the
HIV/AIDS pandemic:

[... ] the applied theatre worker is either commissid to or
interested in creating theatre that raises issn@gjaestions that
need to be addressed: How might theatre help a cortyn
address the issues of safe-sex practices? (T208: xxvii)

An interactive theatre group who employ this apphoa Interactive Themba Theatre
(ITT). This theatre group’s methodology compriaesnteractive theatre process and
has been developed to fulfil the aim of ‘influergipehaviour to prevent the spread of
HIV’ (van Rooyen, 2007). The ITT process facil@stan interactive theatre experience

for all participants:

They have shared their concerns, practiced negwiask-free
sexual encounters, taken on roles within the dranthinteracted
with the characters, spoken about different kindsegual activity,
and learnt more about the risks of unsafe sex dWdcaHd AIDS.
(van Rooyen, 2007)



In the context of viewing theatre as a transformgdtagent with the capacity to influence
and revolutionize its audience and their reality intention of this study is to examine to
what degree this mode of theatre, with its presgatactive methods, acts as a
transformative agent in the context of South Afnisacieties, with specific reference to

theatre as an educational tool for adolescentsIghMHDS.

The growing interest in applied drama and theatthe performing arts serves to support
the validity of such an investigation. There isnaited amount of published research
documentation of this field, isolating any formgybundbreaking work to a few selected
researchers. Thus far, attained knowledge regattin style of theatre has not been
widely or publicly shared. Broad claims have beeade for applied theatre’s innovative
approach in dealing with social issues, and as,stalould seem imperative for a theatre
practitioner to inspect whether such claims aravdrurthermore, applied theatre

praxis’ in this field of study present career opportusitied create space for constant
development and growth in the performing arts, mgldxploration of these areas both
necessary and relevant. To aid further exploratiothis subject, an outline of central

gualities significant to theatre will now be dissad.

Theatre’s Capacity for Change

Amongst its unique attributes, theatre has thetgld engage the reason and emotions
of its audience members, making it a languageltbtt the heart and the mind can
respond to (For a more detailed description ofctieracteristics of the emotional brain,
see Appendix A). In theatre, Jldima engages the affective zorledeliberately
engages and explores emotional field forces’ (Ha=th 1984d: 197). An experience of

theatrical performances can be both thought-proygpkind emotionally absorbing:

2 As defined by The Free Dictionary: to altar, chenmodify, become different in essence; undergo a
metamorphosis

% performance or application of skill: the practieapect and application of a particular entity saska
professional skill, as opposed to its theory



The characters’ vulnerability in the context ofitt@rcumstances
is exposed in the drama, amartistically marshalledas the story
unfolds, draws the audience empathetically clogerthe
character behaviour is buffeted by the turbulerfdasi-changing
circumstances, so the emotions of the audiencdistierbed.
(Williams, 1993:101)

These faculties of thinking and feeling have beénbated to the composition of the
human soul. However difficult in quantifying, teeul has been described as: ‘[t]he
animating and vital principle in humans, creditethwhe faculties of thought, action,
and emotion and often conceived as an immatertitlyeh ‘the emotional part of human
nature; the seat of the feelings or sentimehtactor Rich Swingle classifies the soul as

the ‘emotional core’ of the human being (In Conaéien with Rich Swingle).

Theorists have described the soul as encompadggnpgnitive aspects of the ‘mind’ as
well as affective aspects, such as the human palisonThese cognitive aspects include
‘intelligence’ and ‘choice’, where the process aflerstanding, evaluation and decision-
making is fostered (Happel & Price 1ll, 1995:60phnson asserts that the faculty of
feeling is a second division that ‘[makes] up a aarpersonality’, and forms part of the
non-tangible soul dimension (Johnson, 1995:49)ppdhand Price Il encapsulate this
relationship of thoughts and feelings to the sdnkofar as we think, feel, desire, or plan,
we experience the movement of the soul’ (1995:6Bdr the purpose of this study, the
soul can therefore be described as a non-tangiélexistent entity of the human being
that comprises, amongst other faculties, that @figints and feelings — i.e. theartand

mind

To communicate with the soul, Happel and Pric€11995:66) maintain that ‘a science of
inner experience that attends to the interior nmstiand patterns of the heart and mind’,
such as psychology, is required. Theatre is thezedlso a language of the soul, for as
Rodd (1998: xix) remarks: ‘The theatre allows usdaverse with our souls [...]" (Rodd,
1998: xix).

* The American Heritage Dictionary of the Englismbaage, Fourth Edition. (n.d.).
® The American Heritage Dictionary of the Englismgaage. (n.d.).



Supporting research has brought to light that hubsangs have ‘two brains, two minds,’
which comprise ‘two different kinds of intelligenaational and emotional’ (Goleman,

2004:28). How we experience life is informed byibof these entities:

In a very real sense we have two minds, one thatgland one
that feels. These two fundamentally different wafyknowing
interact to construct our mental life [...] How we iidife is
determined by both [...] each is a full partner inma life.
(Goleman, 2004:8, 28)

This positions theatre as a compelling channehftiénce on its audience members as it
engages not only the intellect, but also the affectone of its audience members, and
deliberately engages and explores emotional fimicdels’ (Heathcote, 1984d: 197).

The dramatic enactments in theatre are sensorgleshwhich possess the ability to

trigger the emotions, without which, researchedoese, we rarely make decisions:

[...] feelings are typicallyndispensabldor rational decisions; they
point us in the proper direction, where dry logam¢hen be of best
use [...] the emotional brain is as involved in reasg as is the
thinking brain. (Dr. Damasio as cited in Golem2d04:28)

Theatre’s ability to access the thoughts and fgslof its audiences can potentially
catalyse a behavioural change. A change in bebaispamongst other factors,

informed by thedecisionsone makes, and the decisions of audience memaersec

highly influenced through the emotional engagenoétihe characters in a play. If the
interplay between the affective and cognitive féeslis acknowledged, theatre qualifies
as a type of ‘social encounter’ which centres @edormance and an audience — making
it applicable to The Social Learning Thebrywhich postulates that behaviour can be
influenced by observing others (Robinson, 1980:149)

® Social learning Theory is a study of social bebaxj and focuses on learning that occurs withincas
context. It considers that people learn from amgtlzer, including such concepts as observational
learning, imitation, and modeling. Among others édtBandura is considered the leading proponent of
this theory. Ormrod, J.E. (1999).



Smiley contests that ‘[t|heatre stands as the mmastan of all the arts because it involves
lived experience’ and is, in the simplest formjragbut of life’ (Smiley, 1987:3).

Theatre, which often depicts real life scenariogy mpresent situations where the
behaviours and choices of the characters can hdied influence on audience
members who observe them in the depicted enactm@nidience members can be
placed within a realistic situation, thereby expgsihem to possible solutions and
resultant behavioural change through the depidtedacters. Truby highlights the use of
story-lines in this kind of audience engagement:

[...] stories aren't just about jolting and thrilliregnd then soothing
an audience. Stories are the primary way we givanmneg to our
lives, but only when they show individuals makiraydhdecisions
with effects that can last a lifetime. (Truby, 300

Considerinchowtransformation may be possible in a theatrical exingerves as a
framework for this study, in context of how the&rapproach to audience members

engages them as sentient human beings. Contextoignt of the study will now follow.

Context of the Study

Interactive Themba Theatre as a Case Study

A present day theatre group in South Africa whaosusgeractive methodologies for
HIV/AIDS Education is Interactive Themba Theatr€T). This theatre group is actively
involved in addressing the current global crisi$it¥/AIDS in their local communities,
with adolescents as their primary target audiemoapy The methodology employed by
ITT is built on interactive performer-audience nath which primarily include question-
asking, hot-seating, and enrolment of audience neesrdis characters. These methods
make for an interactivprocess which takes audience-engagement to a nehole
participation and will be elaborated upon in Chafi&. ITT’s location and mode of

work will be described in more detail in ChapteuFalong with their target audience.



HIV/AIDS

Defining Concepts

In relation to the HI Virus and Auto Immune Defioey Syndrome (AIDS), it is
acknowledged that HIVis a virus and AIDSis a syndrome, with a causal link existing
between the two entities. Many researchers itid¢he of HIV/AIDS believe that HIV is
directly responsible for AIDS, yet others sepath&am — one as a virus, and the other as
a syndrome, as there are documented cases of getmdewith HIV who have not
contracted AIDS (refer to Appendix B). In addititmthe complexities that surround the
global HIV/AIDS pandemic, it is acknowledged thdiHtself is not a terminal illness.
Rather, the virus creates a situation where theunasystem of its host is weakened to
the extent that opportunistic infections resulinartality. For the purpose of this study,
reference to this endemic will be presented as NINVE as both are acronyms and thus
capital letters are the most correct way of refigrito the two conditions in terms of

syntax.

HIV/AIDS and the Youth

The HIV/AIDS pandemic has spread in such a way $maith Africa is documented as
the country with the highest number of infectiomshe world. In the year 2005 alone, it
was estimated that 5. 5 million people were inféateSouth Africa (Pembrey, 2007b).
At the end of 2006, an estimated figure of 37.diamladults and 2.3 million children
were living with HIV/AIDS around the world (Glob&lealth Council, n.d.; Berry, 2007).
Within these ratings, South Africa accounted foeatimated 260,000 children below the
age of fifteen that were infected with HIV (Pemhbr2@07b). Another source of statistics
estimates that 7 million South Africans are cuisehtiV-positive with the highest

prevalence rates occurring among young peoplecedlyeteenage girls (Hartell, 2005).

In a national survey undertaken by the Human SeeResearch Council (HSRC) in
2006, it was noted that the widespread levels sinformation about HIV/AIDS was

prevalent particularly amongst those members optpilation aged over 50 and in the

" Human Immunodeficiency Virus
8 Acquired Immune Deficiency Syndrome



12 to 14 year age category (Global Health Counail,). According to interpretative
statistics, young people in this age category ayeertikely to be infected by HIV/AIDS
than any other age group, yet will also be the maléhg to change their behaviour as a
result of education. This factor places the scleowironment at the forefront of this
challenge, serving both as an opportunity and mesipdity to combat the HIV/AIDS
pandemic:

Today’s generation of school children have beem lo@to a world
where AIDS is a harsh, unavoidable reality — aagitun that their
time at school can help them to prepare for. 8lshprovide an
environment in which people can be educated abtDEA...]
With a capacity to reach large numbers of youngfeewith
information that can save their lives, [schools} bave such a
powerful preventive effect [at] a time when, gldipamore
children are in school than ever before. [l]therefore vitally
important that countries invest in schools as anma@d informing
young people about how they can avoid HIV and Aligore it is
too late. (Pembrey, 2007a)

Pembrey’s emphasis on the major role schools plashiaping the attitudes, opinions
and, perhaps most importantly, the behaviour ohgopeople’, highlights the potential
for impacting behaviouralhange which informs the vision of ITT for HIV/AIDS

education among young people (Pembrey, 2007a).

The high level of HIV/AIDS infections occurring dain South Africa reflects the
challenges that have been faced by AIDS educatidrpeevention campaigns (Pembrey,
2007b). The conservative approach to schoolingreveducators endorse a factual and
academic method of teaching subjects, leaves neathers with great difficulties in
addressing the topic of sexual behaviour and HIY)&\lin a relevant and easily
identifiable way to their learners. The majorift@achers are simply not accustomed or
trained to communicate on this level about thigipalar subject. This reality calls for an

intervention of proportionate weight:



The scale of the AIDS epidemic among youth in S&fticta is
enormous and HIV/AIDS continues its deadly coul$goughout
South Africa, the AIDS epidemic is affecting langember of
adolescents, leading to serious psychologicalasaatonomic,
and educational problems. (Hartell, 2005:1)

Research has indicated that sexual behaviour playgnificant role in the escalating
HIV/AIDS statistics: ‘In South Africa, HIV is spreamainly through sexual contact
between men and women’ (Hartell, 2005:1). Stasstdicate that over 33% of
adolescents in South Africa are sexually activethatisexual behaviour is commenced
at an early age (Hartell, 2005:3, 5). Sexual #gtammongst adolescents has resultantly

been rated as a primary cause for the high HIV/AiRi€ction rates:

When it is considered that 40% of the South Afripapulation is
less than 15 years of age and that 15.64% of théhSrican
youth between the ages of 15-24 is infected witi, e
recognizes that HIV/AIDS represents a devastatarglpmic
among the youth of South Africa (Hartell, 2005:This points to
the need for research on the sexual behavior fgttuup.
(Hartell, 2005:1)

Adolescents and Sexual Behaviour

Research on adolescent’s sexual behaviour in S&utta has brought the following

observations to light:

. Sexual behaviour is initiated at the average adgesafear$ and is characterized by
several partners, ‘with some reporting up to sepaners, yet few take steps to
prevent sexually transmitted diseases’ (Hartel0528).

« Attributing factors may include ‘peer pressure,iasity, and (particularly for young

women) coercion and material gain’ (Hartell, 200538

° These findings are supported by the Health Sys@evelopment Unit (1997) in their significant saeyl
size study which indicated that many adolescemsaxually active by the age of 15 years (Hartell,
2005:3).



- Several sources of documented research demonitaatedolescents engage in
unsafe sexual practices, with the following as piiyncausal factors: ‘pressure to
engage in early and unprotected intercourse, amgrpressure to have a child, lack
of access to user-friendly reproductive healthises/ negative perceptions about
condoms, low perceptions about personal risk, endderceived self-efficacy in
preventive behavior’ (Hartell, 2005:3).

» Studies specific to the Eastern Cape and the Rege frovinces indicated sexual
behaviour as early as 12 years, with boys engagisgxual activity earlier than girls
(Hartell, 2005:3).

- Although research shows that adolescents have tmakigh knowledge about
HIV/AIDS, statistics have indicated that many cang to engage in ‘high risk sexual
behaviour’ (Hartell, 2005:2).

« Conclusive comments on the research of adolescessial behaviour state that,
despite intervening efforts, ‘there has been noiBg@nt change in the rate of

infection among adolescents in South Africa’ (H&r&005:7).

The high statistics for HIV/AIDS among adolescenmgsrants an investigation of
interactive theatre applied for HIV/AIDS educat@among the 10 to 15 year age
category, attending primary and secondary sch&alsools are a prospective and
relevant space for theatre groups, such as IThribg about a change in young people’s

attitudes and behaviour concerning this life theasttg virus.

Adolescence is regarded as a time when many ohtst important choices in one’s life
are made. In this phase of their development sa@timaking about life-commitments
and the construction of a value-system form pag pfimary challenge of their identity-
formation (Goodenough & Tyler, 1959:401-404). Thaistor indicates a timely
opportunity to provide adequate information to éealoung learners to confront and
explore their choices in life, including that oksal behaviour, as one of the ‘major
issues that confront the teen-ager’ in the prooésieveloping their value systems
(Goodenough & Tyler, 1959:403).
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The decisions of adolescents in establishing aopais/alue system at this phase of
identity formation can be highly influenced througiich an intervention. How ITT
engages with these specific issues regarding amieswill be contemplated in Chapter
Six.

Research Methodology

Investigation of this nature involves the studyhafman behaviour, and as a result, the
observation of audience responses and their engagedeavels to the interactive methods
of a theatre group merits a qualitative researghageh. Qualitative research entails ‘the
use of qualitative data, such as interviews, docus@nd participant observation
[fieldwork] data to understand and explain soctampomena’ (Myers, 2008). This
approach is characteristically used in the soci@nees as opposed to quantitative
research, which sources information primarily fretatistics and figures.

Data for this study will be gathered through ‘direbservation’ for analyses, relying on
one of the four recognized means of informatiomegang for this research method
(Marshall & Rossman, 2006: 56). This study alsdudes the ‘researcher’s impressions
and reactions’, making for a qualitative resear@thadology (Myers, 2008). Taylor
(1996:16) defines a qualitative analysis as ‘wdysomfiguring human experience’, and

observation of the ITT interactive methods attésthis.

Semiotics — a method of decoding based on a thealrstgn-system — and explained in

greater detail in Chapter Three will serve to cardta proposed framework for analysis
of the ITT interactive methods. This will enablgatified interpretations of observations
that were made during the field research, whichalanalysed according to attendant

assessment criteria contained within the proposseddwork, indicative of the

engagement-value of the interactive theatre methods
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Schematic Representation of Chapters

An outline of the chapters as a collective is schgally illustrated in the following

diagram:
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The increasing number of people who are being tateand affected by this disease
poses a challenge to theatre as a social scieraging) attention to the claimed
transformative potential of theatre in relatiorvéwious social issues. The overriding
guestion remains: ‘Is theatre an effective todh@ South African context to facilitate a
change in behaviour with specific reference to eslénts and the HIV/AIDS

pandemic?’

In response to this, | will examine the efficacyirteractive methods employed by ITT in
this study. This will include a qualitative evalioa of how the selected theatre group
sets about to reinforce a level of audience engagém intend to specifically

investigate their proactive efforts to educateriess regarding HIV/AIDS, within the
context of the underlying debate as to whetheretlmesthods of performer-audience
interactions strengthen theatre’s ability to ras@areness and/or bring about change. In

particular, the termgansformationandengagewill be definedin the context of theatre.

For purposes of brevity the interactive performetiance methods will mostly be
referred to as ‘interactive methods’, and Interaciihemba Theatre will interchangeably
be referred to as ITT or Themba. The term ‘produmciwill refer to the entire ITT
performance event, and may in some cases be usechangeably with the term
‘performance’, referring to a dramatic enactmentsisting of a story line and dialogue.

This investigation of interactive methods will bedertaken with particular reference to

Interactive Themba Theatre (ITT) and in light o ihcreasing HIV/AIDS pandemic in
South Africa.
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CHAPTER 1

Interactive Theatre as a Tool for Learning

Professor of Theatre Studies at the San Diego Staiteersity, Peter Larlham, describes
South African theatre compellingly, as a mediumhwihich to address ‘issues of
immediate relevance to South African society’ (barh as cited by Haedicke &
Nellhaus, 2001:254). In recognising South Afrisaaacountry consisting of communities
which are, amongst other social dilemmas, mostlhptaagued by the global epidemic,
HIV/AIDS, Taylor qualifies interactive theatre asplatform that empowers a
transformation’ and deems this mode of theatrenasffactive approach to this problem

in the twenty-first century:

Drawing on the traditions of storytelling and n&rra discourses,
troupes engage in theatre as the principal wagighlen
understanding of AIDS, HIV, and safe sex. (TayRfi03: xxi)

In this regard, Larlham calls for theatre that fsissin re-education after the long period
of enforced censorship and disinformation’ as §tfnis little doubt today that AIDS has
generated a good deal of angst in South Africaé{r as cited in Blumberg, 2001:256;
Haedicke & Nellhaus, 2001:254). Aaron Propes stggbeatre’s intervening capacity
in the HIV/AIDS endemic:

It's my contention that the use of theatre makeh puograms
different from those who just use workshops rurpbegr-
educators. It's my belief that by the use of tleeauch programs
can bypass people's desire to ‘zone out’ when ptedevith
material they may not be comfortable, or necessagtee with.
More-so than television, theatre presents threeedgional images
of real people with real problems, and cannot lpgsturned off, or
switched to a different channel. And when doneaeaily, will not
shut itself off, even long after the program hdsstlee physical
space of the performance. (Propes, 2005)
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Theatre and Education

Since its earliest beginnings in the 1960’s theeptial of theatre to be harnessed in the
educational frontier, was recognized: ‘dramatiévétgtis not an educational frill but a

forceful educational medium’ (Redington, 1983:18pal elaborates on this potential:

Theatre is the most natural form of learning, drerhost primal,
since the child learns to live by means of theatlaying, acting
characters — and, through the other arts, lookirgnaself and
painting, singing and dancing. (Boal, 2006:37)

Apart from simply arousing the audience’s inteaasd keeping them proverbially glued
to their seats, dramatic enactments form a coregbdine learning experience as they
evoke a sensory experience in the aesthetic peaftcenspace: Boal affirms how this
dynamic in the audience-character relationship ld@gethrough the presenceahpathy
(em inside pathosgemaotion):

The emotion of the characters penetrates us, tmalworld of the
show invades us osmaotically; we are led by charaeed actions
not under our control; we experienceieariousemotion. (Boal,
1995:42)

Because of theatre’s capacity to involve the setiesemotions and the intellect,
dramatic enactments present the opportunity feaening experience through the
emotional engagement of the audience with the chensand the cognitive engagement
of the audience with the decisions of the charactér their ability to place audience
members in the situation both emotionally and ctwggly, plays could have a lasting
effect on the conscious and/or subconscious otitkence member. This affect can
provoke a learning experience through the jourrféfi@characters and can potentially
influence the behaviour of its audience membeitse Jocial Learning Theory endorses
this in stating that ‘people can learn by obsentmgbehaviour of others and the
outcomes of those behaviours’ and learners caeftirerlearn a great deal ‘simply by

observing other people’ (Ormrod, 1999).
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In addition, interactive theatre processes adleetiee viewpoints of Paulo Freire who
believed that effective learning involves ‘an aetprocess in the service of social
change’ (Vine, 1993:111). In his progressive apphes, Freire challenged what he
called ‘the banking concept of education’ — in whiee held that information is deposited
into ‘putatively empty vessels’ — and called instéar ‘learning through doing’
(Dalrymple as cited in Blumberg, 2001: 257). TWiswpoint is upheld by Morgan and

Saxton as a fundamental requirement for a learexpgrience:

[...] effectivelearningtakes place when the [learners] are active
participants in “what’s going on” [...] for effectiveaching and
learning to occur [one needs to] structure [onathing to invite
and sustain that active participation by providexgeriences
which “get them thinking and feeling”, “get the adalin flowing”
and which generate in [learners] a need for expmesgyMorgan &
Saxton, 1994:7)

Freire’s viewpoint also influenced internationalgnowned theatre practitioner Augusto
Boal’’. His book Theatre of the Oppressgd has been ‘an enduring source of
inspiration’ in the earliest techniques employedhmsatre companies applying theatre as

a medium for education:

In his struggle to make his work increasingly reletvand effective
as a tool for liberation, Boal had come to the dasion that
traditional forms needed reworking and, specificahat the
relationship between the actor and the audience beushanged.
He believed that feelings as well as the intelNeete crucial to the
development of people’s perceptions and understgsdind saw
in the language of theatre the means to help thamk with their
whole being — not passively but ‘in action’. (Vjri993: 111)

It is indeed this close inter-relationship thatstxibetween ‘thinking’ and ‘feeling’ that
makes interactive theatre a potentially dynamid¢ tooeffective learning foil heatrehas
the capacity to evoke engagement in both the emaltes well as the cognitive domains

of its audiences.

10 Brazilian Director
M Refer to Appendix C
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Bolton endorses the potential of such a holisterieng approach:

It is indeed this close inter-relationship of knagiand feeling and
the way in which they are combined, not separatéith opens
up so many opportunities for drama in the educaticall

children. (Bolton, 1986d: 213)

What is represented in the aesthetic performanaeesjare examples from and
interpretations of actual experiences — or fictii@nes derived from them — which are
held upas objects of reflectiorfRobinson, 1980:163). For a learning experietace
occur, learners must be able to see their own hefiscted back at them in the mirror-
image upheld by the theatrical performance (Bd295113). When this happens, each
learner, as an audience member, is able to rdélateantent of the play to the content of

her/his own life:

In the case of the performing arts [our] percepbtiba play
involves meeting the actions of representationhenstage with a
reciprocal act of projection of our own by which s&e and
interpret them as such. (Robinson, 1980:171)

Heathcote supports the ability of plays to preseleiarning experience for audience
members:

By using this truthful artificial environment lears can face up to
emotional, affective ‘people’ responses beforelljnaaving to
practice in society. So again we see the paratitheartificiality
of drama and its potential for real accountabilitgociety. We
can see this clearly in the work of the theatretiee ideas of
playwrights are forged into action in the real atiods of
audience presentation. (Heathcote, 1984d: 197)

In relation to the HIV/AIDS pandemic, the customaiiz programme uses ‘recognizable
theatrical forms such as plot, conflict, and cheadzation’ as fundamental elements that
form part of the core of the interactive theatresgntation (Redington, 1983:5).
Audiences are drawn into the respective interagiresentations through the realm of the
fictitious by their “willing suspension of disbeffe Aaron Propes underlines how

theatrical performances can be used as a meadslitesa social issues:
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Using theatre in a peer educational program ist@mat to reach
the people who may ‘tune out’ because of a feadingeing
lectured at. With issues such as acquaintance sapaal
harassment, and physical and emotional abuse, where
perpetrators are numerous and the society lerel§tibsthese
behaviours, it is advantageous to attempt to readmence
members through the ‘willing suspension of dislielfetheatre
allows us, and create an atmosphere open to qoeggiour values
and ideas. (Propes, 2005)

In the traditional model of learning, teachersareustomed to presenting learners with
facts and figures through a primarily static and-@ray communication approach.
However, HIV/AIDS education provided through intetree theatre affords learners with
an active learning experience and a variety oflfael channels. This creative practice,
which requires engagement in the performance jts&ly prove to be an influential
avenue to assist learners in making responsibleetoegarding relationships and sexual
activity, in a process where they become co-creaibthe staged presentation. Aaron

Propes underlines the potential of these perforesnc

These plays carry messages which include the irapoetof
knowing whether or not one has the HIV-virus, lyipositively,
combating stigma and discrimination, being a rotelet in one’s
community, as well as encouraging the delay of fexual
encounter, engaging in safe(r) sex, and negotiationnd different
sexual activities. (Propes, 2007)

Theatre has emerged as a potentially powerful \@mcaddressing relevant societal
issues in an approachable and non-threatening makmnebracing theatre’s educative
quality through interactive theatre methods wikgent opportunity for proactive
engagement in the learning experience, and inrhay harnesses theatre’s potential as a
tool for learning. This can be examined alongside however, an outline of interactive

theatre’s evolvement and its defining qualitieschieebe looked at first.

2 The phrase, ‘willing suspension of disbelief’ meahat the audience, for the duration of the
performance, accepts the identities and situatbtise characters, and not those of the actorsngahe
parts.
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CHAPTER 2

Contextualising Interactive Theatre

Look sometimes at the theatre whose stage istbet st
(Brecht as cited in Chapman & Dale, 1980:105)

Like any discipline, theatre has experienced aseaf changes in its development due to
the influence of complementary fields and praatiés. These were in particular driven
by the objectives of groups of theatre practitisreand their vision for this field.

Although it is not possible to describe all of thethey are acknowledged as key turning
points in theatre’s history which have served iaphg it as an art form. In
understanding these changes, the relationship ketthe performer and audience
member needs to be brought to the forefront asowttthese two elements, theatre would

not take place.

In the following chapter, this evolution will be @rred along with terms which are
specific to this field. Forms of theatre utiliziag interactive approach are placed within
their historical context and discussed and key eptfor this study of theatre as a social

encounter are clarified.

Exploring the Concept of Theatre

Theatre, derived from the French wotléatre or from its Greek origin,theatron
(Péazpov), meaning place of seeingcan be described in its most elementary forrfaas
space set apart, a “place of representation™ (Hdicka, 2007; Boal, 1995:16). Included
within a myriad of definitionstheatreis considered as ‘what occurs when one or more
human beings, isolated in time and/or space, ptésemselves to another or others’
(Beckermar?® as cited in Zarybnicka, 2007). For Lope de \(égheatreis ‘two human

beings, a passion and a platform’ — which can sbmdi‘a few planks in a public square’,

3 Bernard Beckerman, head of Hofstra Universityjsatienent of drama, awards this definition to theatr
in his book, Dynamics of Drama
4| ope de Vega: Acclaimed Spanish playwright andrdist of the 17 century.
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located in ‘an Elizabethan playhouse’, or situatethe arena, just as yesterday this was
the Greek stage’ (Boal, 1995:16). Regardless, kiewy®f each respective definition,
theatre in all of its most basic representatiorssdmnventionally implied a fixed element
of ‘separation’ between the performers and theena#, duly affirmed by Robinson: ‘In
the theatre there is a clear, generally understeaharcation between the audience and
the actors’ (1980:163).

In recognition of the definitions for theatre whichve evolved and endured over the
centuries, it is the second primary compone fillilllg@s statement that highlights the
distinguishing factor of all theatre — that of tleéationship of actor to audience. It is here
that a consistent definition for theatre is deteedi for theatre’s most significant and
constant aspect is humpresence: ‘[l]ts continuing power and appeal regidbe

constant of every theatrical event: actors playmgn audience’ (p.15). Smiley

emphasizes the central position that an audienicks nothis art form:

For theatre to happen, more than one person mysekent. It
cannot occur in solitude. As fleeting as life litstheatre exists as
the art form of the present tense. It always imesllive human
beings [...]. Without people present, theatre isasgible.
(Smiley, 1987:3, 15)

Robinson (1980:149) encapsulates theatre as ‘adfypecial encounter [...] centred on a

performance and with a separate audience’:

‘Theatre’ does not refer to what the actors dotherpresence of
the audience. It refers to the encounter whiclbdgkace between
them. Take away half of this and you will be l&fth nothing we
could call theatre. (Robinson, 1980:149, 150)

Distinguished by theorists in its essence fidnama theatre constitutes ‘the process of
performance’ whereas drama — which is literallypstated asdction from the Greek
‘dran’, meaning to dd — is a branch of theatre that entails speecleeittom
improvisation and/or ‘the written text’ (Carlsor§93:10). In spite of their defining

differences, drama and theatre are both ‘two tyfpe®cial encounter which use elements
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of make-believe and forms of role-play’ (Robins®f80:150). Irving Goffman

illustrates the relational quality between these &t forms:

[Theatre] is that arrangement which transformsnalividual into a
performer; the latter, in turn, being an object ten be looked at
in the round and at length without offence, andéxbto for
engaging behaviour, by persons in an audience (@effman as
cited in Heathcote, 1984c¢:130)

Robinson encapsulates this interrelation: ‘We chadin to make sense of drama or
theatre if we approach them as isolated phenomeaad further expands on the

relationship between the two art forms:

Drama and theatre are not separate but they dezatif. The
audience do not watch theatre: they watch a drarhay
participatein theatre because it is partly their presencetiaeid
activity which identifies what is going on as theat (Robinson,
1980:150)

For the purpose of this study, the teimatrewill be explored and framed within the
understanding that, at its most basic letredatreis viewed as a production of some kind

that involves two main groups of people: performued audience.

Understanding Interactive Theatre

Since the Second World War, the notion of ‘a pietirame theatre’ was challenged by
actors wanting “to break out’ of their ‘frame” @he performance space; enabling
performers to “get at’ their audiences’ (Brown,68932). This frame, ‘created
subjectively by the gaze of the spectators’, aferneg to a ‘restricted space’,
traditionally deemed as the stage, has the prirfuangtion of creating a sense of
‘separation[or] divisionbetween the space of the actor — the one adi®,and the space
of the spectator — the one whbservegspectare [means] to see)’ (Boal, 1995:18, 19).

This separation is still enforced by the ‘convendbritual of the theatre’
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On stage images of social life are presented iorganic,
autonomous fashion, in such a way that the audierayenot alter
them. During the show, the audience is de-actiyatduced to
contemplation, ([be it] critical) of the events alding on the
stage. (Boal, 1995:41)

Directors were looking to ‘challenge their audieace elicit their cooperation in ways
not possible from within a picture-frame’ by wayiofroducing innovative performer-

audience interactions (Fox, 1994:32):

One way [of] marking a fundamental change from rstaeam
theatre and high art, was in the role of the auztenj...]. Rather
than sitting passively in the dark watching a fuydhgpared play,
the audiences participated at some point in thdymrton’s
creation, sometimes by offering the stories wovea the text,
sometimes by writing the text, and sometimes byopering as
well. Thus, the dramatic text and often the penf@nce developed
collaboratively out of the community [...]. (Haed&& Nellhaus,
2001:14)

This mode of theatre, which adroitly evokes dialguith the audience, is characterised
by the element of audience participation and mar&sllaborative process in which the
role of the playwright and director as sole condtebf a performance, are reformed.
This approach is distinctive in its eradicatiortleg customary separation between actors
and spectators, also known as the ‘dividing linéraditionally maintains an aesthetic,
(i.e. an artistic and visual) distance from theiande — and gave way to a globally
recognized form of theatre, designabetkractive Theatre(Fox, 1994:61-67).

Performances may or may not take place in a fothealtre setting with a traditional
performance stage, and have featured on a broathsmpein site-specific arenas where
‘Im]odern experiments have transformed lorries,tboaven swimming pools, into

theatre stages, and [in which] the stage / audidivigion has been fragmented in

various ways’ (Boal, 1995:16). This action ‘tortsform a passive experience on the part
of the spectators into an active and interactive developed as an extended branch of
innovative theatre forms which were sparked bysitaal revolutions of the 1960’s
(Julian Beck as cited in Fox, 1994:65).
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Boal upholds that ‘[tlheatre has nothing to do wathldings or other physical
constructions’ (Boal, 1995:13). ‘Theatre that nakéstory’, rather, is a theatre that
‘embraces the possibility of enhancing social gestr promoting [...] greater freedom
for all mankind’ (Taylor, 2003: xii). Motivated kiyis belief and driven by a desire to
revolutionize their societies, theatre activistshef 1960’s were key figures in the
pioneering approaches to radical modes of th&atf&hese originated from a conviction
to expand the traditional use of theatre and eeldsgpurpose beyond mere
entertainment value, and to function as a revahigiog tool in a time of socio-political

consciousness:

The uprisings of 1968 awakened a socio-politicalsoiousness in
a new generation of theatre artists who were e@ageelp those
oppressed by the cold war system of global powerthe elites
and governments within each country that suppatted]. To
connect with this new audience, these troupes ajlgiperformed
in parks, community centres, popular demonstrativiiage
squares, churches, and similar gathering placéstrilli et al,
2006:430)

During this period, theatre practitioners challethtfee actor-audience spatial relationship
in its use of a demarcated performance space &nalation of pre-established texts as
the sole author of a performance. This modificatmthe actor-audience relationship
integrated the element of an interactive dialogetgvben performers and audience
members in theatre, and altered the role of théeaad from mere spectators to that of

active co-creators of the performance.

Alongside its evolutionary methods, theatre conegisthave expanded over time to
develop a mode of theatre which is rooted in a ftirat is applied for social change and
activism — aiming to challenge conventions or baibdnmunities — and other societal
interventions such as education. Itis, in summiéagatre that is applied for change.
With the goal of implementing theatre as an appiogth to bring about a transformation

in society, the use of interactive theatre hasri#itl through to alternative modes of

15 Refer to Appendix D: for Catalysts in Theatre'ition
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theatre and informs the theatrical approaches @liép Theatre and its branching forms

inter alia Theatre for Development, Community-baibeghtre, and Educational theatre.

Forms of Theatre Utilizing an Interactive Approach

Interactive Theatre has developed into a numbsepetialisations where various
interactive performer-audience techniques have begrloyed by a number of evolving
modes of theatre, all of which ensure an ‘ongoiadpdue between artist and spectators’
(Zarrilli et al, 2006:437). Two aspects will bepbored: a) how interactive theatre
developed into different forms, and b) key prinegpthat emanated from these forms,

becoming the defining elements of interactive theeat

Applied Theatre

Applied theatre praxi§ refers to ‘the manipulation of theatre form bydees to help
participants act, reflect, and transform’ (Tay@®03: 30). As a mode of theatre that is
appliedfor a specific purpose, Applied Theatre has bectireeimbrella of evolving
theatre forms. In accordance with its name, Agplibeatre is a theatre of action which
‘engage[s] people on experiential and reflectiwesle’ with the aim of assisting ‘learning
and change [that] become[s] sustainable’ (Nebe7200Applied drama and theatre
require participatory involvement from the audieaoe ‘refers to the manipulation of
theatre form by leaders to help participants &étect, and transform’ (Taylor, 2003: 30).

At its core, applied theatre is focused on engagagjcipants in ‘important
conversation[s] on issues directly experiencedheérxdommunity’ (Taylor, 2003: xxix).
Through participatory role-pldy‘[which] becomes a vehicle for dialogue’, partigiyis

are then ‘uniquely plac[ed] in situations whereytban interrogate some issue, confront a
problem, and analyze their own relationship towoeld in which they live’ (Taylor,

2003: xxiii, 4).

164, performance or application of skill: the praatiside and application of something such as a
professional skill, as opposed to its theory
2. established practice: an established custom atualipractice

" Nebe, W. 2007 Drama in Education: Notes

18 Role-play: Where audience members act in the pécbaracters
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Through application of the interactive problem-sadyprocess, this mode of theatre
enables ‘practices by the people as a way of empoegreommunities, listening to their
concerns, and encouraging them to voice and sbkieproblems’ (Taylor, 2003: 27).
Philip Taylor introduces such an activist kind ppaoach to theatre in his bookpplied

Theatré, in which he qualifies the empowering qualitytb&atre:

| am likening this [type of] work to an applied Hiee — a theatre
that is not simply a presentational medium thaticeevithin a
conventional mainstream theatre house. Thisleatte that is
taken out into nontheatrical settings, communitytass, parks and
streets, prison and rehabilitation venues, theeaqayhealth care
sites, housing projects, support service settiagd,other locations
for the purpose of helping the audience, or thé@pants, grapple
with an issue, event, or question of immediate ipwotd personal
concern. (Taylor, 2003: xx)

Applied theatre has been referred to as ‘a peofiteatre’ which requires ‘community
presence and action [with] commitment to helpirfteos help themselves’ (Taylor, 2003:

27). Philip Taylor highlights the use of an apglibeatre production:

The applied theatre is powered by a need to changemmunity
is hurting and theatre can enable people to prabesshurt; or if
there are too many unnecessary acts of diseabat@fand of
substance abuse in our midst, theatre might bevaryefor a
community to consider alternatives. Applied theatpens up new
perspectives, poses questions, and anticipategehdmaylor,
2003: xx, xxi)

Its approach has branched into a variety of thgatxetices to reach out to communities
and has found its way into current South Africagatine forms including inter alia Drama

Therapy, Theatre in Education, Theatre for Develepimand Community-based theatre.
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Community-Based Theatre

Theatre forms where features draw on the legacioévo Teatro Populal’ and other
suchlike theatre troupes, presently form part ‘@f@ldwide phenomenon that U.S.
theatre scholars and [other relevant personas] ¢elled community-based theatre’
(zarrilli et al, 2006:437). Featuring political oontation and developmental strategies,
‘Nuevo Teatro Populaspoke of a commitment to the upliftment of comnties and

was also characterised by an ‘ongoing dialogue éetvartists and spectators’ as they
pursued and explored ‘ways of maximizing the agesfaylocal audience’, whether

composed of the ‘urban intellectual’ or ‘villagegsant audiences’ (p. 435-437).

The termcommunitymay be referred to as encompassing ‘one or sexaganal, racial,

or ethnic groups, but usually involves [the] exslah of] some groups as outsiders’
(Zarrilli et al, 2006:437). Correspondingly, amyrh of community theatre encompasses
‘[aJctors working in, and performing to a particummunity [...] in a number of
different venues from pubs to youth clubs or comityurentres’ to audiences of

different ages (Redington, 1983:10). Today theeethousands of community-based
theatres around the globe’, yet unlike their fonerers, the work of present day
community theatre artists are inspired by a ‘commaitt to a local community or social
group’ rather than positioned for the promotionrefolutionary political beliefs or
‘democratic socialism’ (Zarrilli et al, 2006:4377T.his objective calls for a shift in focus

from product to process:

The significance of community-based performancayadd
frequently in the process, not in the product, toedtheater work
grows out of and strives to address the presentadags, hopes,
and culture of a particular, usually undeservediroainity. As the
center of balance shifted from product to processpme
community-based work [...] the ‘product’ in the se$éea public
performance disappeared altogether. (Haedicke khales, 2001:
13, 14)

¥ Nuevo Teatro PopulaiA mode of theatre that combined elements of ediolitical theatre and theatre
for development and which evolved in Mexico durthg 1970’s and 1980’s. With its contesting version
for a democratic socialism, over 200 theatres ixibteintegrated socialist politics with community
development events. This movement was called Nii@abtro Popular and spoke of the combination of
radical political theatre and theatre for developtip.435).
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With an altered intention to ‘involve, mobilize,dpoliticize’, community based-theatre
has expanded its approaches and developed in tam&#xe variety of communities and
contexts’ (Haedicke & Nellhaus , 2001: 1). Thipisnarily sought through introducing
‘participatory performance techniques that blurltbendaries between actor and
spectator in order to maximize the participant®€raxry’ — and often hinges on a dialogue
between the audience and the theatre group — diisgupe traditional actor-audience

relationship (p.3).

With the audience as its primary focus, communagda theatre programmes have
aspired to ‘engage the hearts and minds of theeaadiparticipants and to improve their
lives through art’ (p.14). The evolvingteractive theatranethods have increasingly
sought to engage its participants in a ‘procesngbowerment through theatre’,
declaring community-based theatre as ‘an agend@ébkchange’, with the overriding
goal of ‘transforming communities in the globaldtg’ (p.12-15). With the need to reach
out to various communities, Theatre for Developnestd Theatre In Education
developed.

Theatre For Development

Although much of this revolutionary theatre begafturope, it resulted in greater
political effectiveness in developing countriesrfdi et al, 2006:430). In Africa,
another form of theatre using interactive methaugirated in Botswana in the mid
1970’s. Theatre for DevelopmenfTFD) was initiated with the intent ‘to help
communities address their difficulties with heallyriculture, literacy, and similar
problems’ (p.435). Using the portrayal of commwiised problems as a basis for
performance, theatre activists produced plays tilr@ucollaborative process of debate
and improvisation, which emerged from a seriesoofferences and workshops
undertaken within particular communities. Theskaborated efforts added the audience
to the ranks of the playwright and director asipgrants in the final outcome of the

performance.
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Adhering to this basic model of interaction, preagons of respective performances to
the community were characteristically followed loystussion and community planning’
(p-435). From its start to present day theatréopmances, TFD has aspired to ‘improve
the lives’ of their audiences and develop commasithrough ‘theatrical means’, with
the ultimate goal to ‘transform’ communities (p.433 his approach to theatre also
branched into the education system where theatseapalied to positively influence the

lives of young people.

Theatre In Education

The development of theatre’s effectual role in etycas a force for social change soon
gave rise to an exploration of theatre’s poteratsahn educational medium. One such
theatre group was The Philippine Educational TieaAgssociation (PETA), a radical
political theatre group whose aim to empower comitregiengendered a focus on
educating their audiences. In their struggle agjahe dictatorship of Ferdinand Marcos
from 1967 until its fall in 1986, the organizatioomprised of ‘a network of community-
based theatres’ who ventured into the countrysmleducate villagers in anti-
imperialism and democratic socialism’ by meanglo¢atrical performances’ (Zarrilli et
al, 2006:433-435).

A call for repertory theatres to assume a ‘moreadiyic responsibility’ in society,
particularly amongst the youth, rose from the |lg&ds Council in Britain during the late
1960’s. A growing dissatisfaction in the educasibsystem as well as on the theatre
terrain encouraged practitioners from both profassio unite and produce performances
that became more than the ‘running [of] speciabstimatinees’ for young people in

their communities (Malan, 1973:93). Inspired big fhrospect, The Belgrade Repertory
Theatre of 1965 pioneered a new theatre movemehaanched The Belgrade Theatre
In Education. Combining the expertise of teaclaa theatre practitioners, this newly
established theatre company performed during aed shool hours with the sole

purpose of ‘working for and with young people imsols and in the theatre’ (p.93).
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The year 1965 introduced the acknowledged term ffiéaéa Education, usually
abbreviated as TIE, at Coventry (Redington, 1983:The Belgrade Theatre at Coventry
demonstrated ‘the value of theatre as an educatmetnod’ with a number of ‘pilot’
projects they ran at schools (Jackson, 1980: viihis resulted in the establishment of a
fulltime TIE unit financed by the Belgrade Theadred the local authority and spread to

other theatres across the country (p. viii).

Essentially TIE emerged as a new genre of theatr@irect response to the needs of both
theatre and schools’ in aspiring ‘to harness tbhrigues and imaginative potency of
theatre in the service of education’ (Jackson, 198(. Due to the fact that the focus of
this study is on the form of theatre which is pissead to facilitate a learning process,

context will now be given to TIE, its origins, kelements and defining concepts.

Understanding Theatre in Education

In defining this theatre form, Jackson distingussi¢E from the ‘conventional

‘children’s theatre” by the inclusion of the TIEqgramme:

The TIE programme is not a performance in schobésse|f-
contained play, a ‘once-off event that is hereatpdnd gone
tomorrow, but a co-ordinated and carefully struetlprogramme
of work, usually devised and researched by the emyparound a
topic of relevance both to the school curriculurd &mthe
children’s own lives, presented in school by thenpany and
involving the children directly in aexperiencef the situations
and problems that the topic throws up. It geng@imbines
elements of traditional theatre (actors in role treuse of
scripted dialogue, costume and often scenic anddsefiects);
educational drama (active participation of thediah in
improvised drama activities in which ideas are ergd at their
own level); and simulation (highly structured rgliey and
decision-making exercises within simulated ‘retd-Bituations).
There is, however, no set formula. The shape giel af the
programme will vary enormously depending upon tiigect
tackled and the age range catered for [...] The plagramme’,
as the word suggests, will usually involve a fudbnceived
programme of work with the theatrical event asdéetral
stimulus for a deeper and richer learning processthe ‘one-off’
play (or indeed most other teaching methods) cpaksibly hope
to provide. (Jackson, 1980: ix)
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In essence, TIE denotes the use of key elemertkeafre which are ‘radically’ adapted
‘to serve an educational purpose’ (Schweitzer, 198). Bearing this in mind, the
following is a schematic representation of thesenk) and their elements which will be
analysed together with respective origins.

The Origin of TIE

TIE companies like the Belgrade Theatre work onpiteenise of the Plowden Report’s
emphasis on ‘children being agents in their ownnlieg’ (Malan, 1973:95). In line with
this, this pioneering company founded its work lo@ 70’s ‘Use of English’ Movement

in English-teaching stating that ‘children shoutct@unter human experience, evaluate it,
make moral decisions, and articulate their thoughtkfeelings’ (p. 95). Present-day

TIE companies operate on these same premises ammucarsive of the radical and
renowned educational views of Paulo Fréirevho had a great concern for the oppressed
and those ‘who do not have a voice’ (Smith, 200 eire insisted on ‘situating
educational activity in the lived experience oftm#pants’ with an emphasis on
dialogue— supporting the Belgrade’s vision of ctaldas agents in their own learning
(Smith, 2007).

Key Principles of TIE

Theatre In Education intentionally uses ‘theatrdgrenances’ as a foundation ‘to teach
young people about a range of subjects [hostingjfenvironmental issues to issues of
ethics’ (Nebe, 2007:1, 2). Instead of deliveringhddren’s play such as ‘Hansel and
Gretel’, TIE teams are much more likely to offepps ‘an aspect of a national or world
problem be it historical or contemporary’ and tipportunity to undertake collective
problem-solving (Redington, 1983:2). Learnersra€’just an audience’ but are invited
to participate during the performance process -€whiay vary from physical
involvement in a drama session to watching a phadytaking part in a discussion during
or afterwards (p.2). Employing theatre as a tookfducation developed hand-in-hand
through partnering Drama in Education (DIE).

% The Brazilian educationalist Paulo Freire was ofihe most influential and progressive thinkershie
late twentieth century (Smith, 2007).
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Drama In Education

Drama In Education (DIE) refers to drama that igyta in schools traditionally and

might include theatrical bias in the preparationtfe public presentation of a play, yet a
more contemporary approach centres on ‘the exjoraf themes and problems through
role play and improvisation’, with the focal empisasn ‘developing the child’'s
imagination, self-awareness and expressivenesseliss ‘social skills [for] group

work’ (Jackson, 1993: xi).

A key distinction in TIE and DIE lies in the relie@on a teacher who is acquainted with
the particular needs of his/her learners and whetsngith them on a continual basis, as
well as the ‘absence of the full theatre resourcesrt alia characters, costumes, and a set
(Jackson, 1993: xi). The difference between TI& BIE is more effectively

encapsulated in their practical application:

The basic aims are the same — helping young p¢ogeme to
terms with themselves and their environment. Heatre,
however, is a storehouse of communication skilla group
situation. We provide a common experience forpbeple we are
working with and for. It is one session, encapsudg focusing,
concentrating. Drama-in-education develops theesaims,
slowly evolving a sure and true response from keogé of
individual children. Theatre-in-education providetheatre
service; a group experience or ritual. (Malan,398)

Understanding TIE requires an acknowledgementsalyhamism:

T-1-E has progressed by not being categorizeditdly. It is
best seen as a constantly evolving experimentpreipg to new
stimuli and passing on new ideas. (Malan, 1973:96)

A key figure in the development of DIE is the gldpacclaimed Gavin Bolton who was
also President of the National Association for DeamEducation and Children’s Theatre
during the 1980’s. A sought after lecturer at sdb@nd universities, Bolton has made
major contributions to drama in education theorgrahe years. Bolton mainly
distinguishes between the two forms of educatitimzdtre, DIE and TIE based on their
approach to the use obntext where DIE uses the context as a ‘pretext for oygeap
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the theme’, TIE has a duty to ‘make the contextisicant’ (Davis & Lawrence,
1986:138). His position on theatre and educatimmgly upholds that, ‘if the audience
just submit themselves in a feeling way to a pigfcéheatre they miss the chance to
participateactivelyin the theatre experience in a thinking/feeling W®avis &

Lawrence, 1986: vii, viii).

Corresponding to the development of the aforemaaticcommunity-based theatre, the
focus on learning that takes place in pinecesf the dramatic event is a defining
characteristic of both DIE and TIE. This occurremntturn gave rise to the accredited
concept oprocess dramawhich features indispensable attributes necedsatyoth TIE

and DIE, of which it is a key aspect.

Process Drama

Virtually synonymous with the terarama-in-educationprocess drama emerged in the
late 1980’s in Australia and North America, ancerefto an ‘exploratory dramatic
activity’ which combines ‘creative dramatics [witimprovisation’; focusing oprocess
rather tharproduct O’Neill (1995: xv) elucidates the terpmocessas indicative of ‘an
ongoing event’ and (being) dissimilargooduct which (in turn) implies ‘conclusion,
completion’ and a final ‘object’. The purpose bistmethod was to shift the focus to
learning that takes place in the theatre and/andrexperience. Motivated by this
occurrence, drama educators in Britain have aimee\eloping a ‘complex learning
medium’ rather than an activity employed as ‘a ntefeearsal device, a display of skills
without context or a brief entertainment’ (O’Neill995: xv). Developing alongside

process drama, TIE similarly shifted its focus frproductto process

A theatre piece is often regarded gg@duct although it will be
experienced by the audience as an event ratheathan art

object. But every theatre event arises from a dexnprocess of
composition, rehearsal, and theatrical interpretatiBothprocess
andproducthave the disadvantage of being simple terms redjuire
to indicate intricate structures. In improvisedrma, process has
been defined as ‘negotiating and renegotiatingetements of
dramatic form, in terms of the context and purpaddhke
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participants?®. This definition could be applied with equal &3
to a process undertaken with a theatrical outcanmeind.
(O’Neill, 1995: xv)

TIE has significant educational value. Bolton hights its educational capacity:

[...] TIE can stimulate multi-level experiences thadrama teacher
does not have the resources to provide. It igtheaeducation.
The context itself can be rich in meaning and $igat for the
children, not simply as stimulation but becausdso taps
universals and personal connotations of meaningathgood
theatre provides. (Bolton, 1986¢:188)

Forum Theatre

The Greenwich Young People’s Theatre (GYPT) waditheBritish company to
incorporate Boal work into its existing TIE practice in 1982. Sénits initial
integration, the influence of forum theatre sprégadughout the TIE movement,
introducing the methodology of th&Heatre of the Oppress&dto a large audience of
theatre practitioners and teachers around the wdride, 1993: 110). The use of Forum
Theatre in particular, revolutionised TIE methodpés, from a form of direct
intervention to the audience in which audience memmhlre invited ‘to ‘act’ in the place
of the main protagonists’ and ‘test out their ideasthey ‘step into the shoes of the

central character’ (p. 112, 114). This interactivethod has also become knowrnra@s-

play.

Amongst its defining characteristics, the relevapic®rum theatre to TIE’s goals
included the following: shared influential persomasr alia the pedagogy of the
Brazilian educationalist, Paulo Freire where pranie was given to audience
involvement (Vine, 1993: 110). TIE companies addphis methodology for their own

applications.

2L O'Toole,J. 1992.The Process of Drama: Negotiating Art and Meanimgndon: Routledge, p.2.
%2 Brazilian Director - HisPedagogy of the Oppressedmains one of the most quoted educational
resources (Smith, 2007).
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Summarised Defining Elements

Alongside Gavin Bolton’s theoretical framework drafvtom his essay, ‘Drama in
education and TIE — a comparison’, (1986c¢: 180-188)verview of the primary
principles that involve TIE is outlined in the folling points below fromCan Theatre
Teach?by C. Redington. In this work, Redington poiot#t the overall efficacy of
TIE’s work in schools, based on its ability to mebjectives, and explores its use of

theatre to teach, analysing TIE'’s efficacy as aliesy medium:
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KEY WORD

EXPLANATION

Participation

TIE is based on the childfzarticipation — both on a physical and
intellectual dynamic (Redington, 1983:Farticipation is in order
to have a ‘living through experience (Bolton, 19862).

Experiential
Learning

The essence of a TIE programme lies in its proa@pproach to
learning: childrenlearn by experiencingthe events that occur
within a programme’: ‘This experience is physicagntal and
emotional, and through this total involvement thiifs learn by
discovery (Redington, 1983:3). It includegua-level experience
(Bolton, 1986¢:188).

Age-relevant

The work must be botbontextually andthematically significant
(Bolton, 1986¢:180-181). TIE teams ‘devise, orteyri
‘programmes’ for vergpecific age groupswhich often include ‘a
complex mixture otheatrical forms and educational technique's
(Redington, 1983:1).

Age-appropriate

Form and content are relateda@articular age group, thereby
using ‘the accumulated knowledge of child psychwsitsgand
pedagogues concerning mental, physical and emadttages of
development. The length of the TIE programme isssential part
of this thinking, and to ensure that they can wiarkome depth with
pupils of TIE teams usually play to one class gfifsuat a time,
perhaps for only half a day (Redington, 1983:4).

Child-centred

TIE teams devise programmes adhering to the ictelé level and
experience of their audiences and ensure thauthjec matter and
the form of the programmes centres on the childieds, abilities
and potential; making thild-centred (Redington, 1983:3).

Theatrical
Elements

Imaginary situations, created by the TIE team, are presented ar
used to draw on the child’s ‘natural enjoyment lafyp Children do
not make up the plot nor invent the charactershgge adefinite

role and aninfluence on what happens next in the unfolding ever
(Redington, 1983:3). Actor-teachers usually reniaicharacter
throughout the programme. The theatrical elemehésprogramme
are a means and not an end in themselves, proyitgsuspense

dramatic climax andcharacterization (Redington, 1983:2).
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KEY WORD

EXPLANATION

Interactive TIE uses DIE methods such as occupational mioie;play and
Methods improvisation as an integral part of the work (Redington, 1983:4
Change in Main objective of bringing about ahange in understanding—

Understanding

implying some modification of (or awareness of e@twn of,
insight into or knowledge about) something takitecp (Bolton,
1986¢:185).

Believable
Situations

The subject matter of a TIE programme has some lnaseal life
(Redington, 1983:2). The subject-matter is freglygoriesented in a
realistic manner, anidvolvesthe learners within the action (p. 2).
A principal expertise of a TIE team lies in itslapito create highly
credible exciting contexts. So whatever universahnings the
team may intend to draw on, they must addition@ltus on the
context as an important end in itself (Bolton, 18882, 187).
Problem-solvingis incorporated through characters that ask
learners to help them find solutions; and is usedtimulate
learners’ curiosity, retain their attention durirsgid ‘motivate’ post-
performance learning. In the process learners omdrstand, and
be able to analyse, the character’s differing goaftview’
(Redington, 1983:4)

Key Features of TIE

In addition Redington (1983:1) highlights a numbemain principles of TIE inCan

Theatre Teach?An essential observation made is that a presient#o learners at

schools should cover the following aspects in otddre deemed educational:

a) It should ‘widen pupil’s horizons’

b) Include probing questions ‘about the world arbtimem’ and

c) Have the enigmatic ability to ‘entertain’.
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Referring to a discipline in which the two profess of actor and educator have joined
forces to bring about a creative and active le@rexperience, Redington defines TIE as
a new branch of theatre which has introduced teunh as 'actor-teacher’. She
continues to define a TIE team as ‘a group of atdachers who usually have experience
in both professions’ (Redington, 1983:1, 93).

Ultimately, Bolton affirms that DIE and TIE sharg@ancipal objective, to bring about a
‘change in understanding’ (Bolton, 1980c:184). tBolre-affirms that for TIE ‘there can

be no other’ (p.185). Schweitzer summarizes tleé&Xperience:

So TIE takes the key elements of illusion, plot ahdracter to
extremes, adding them to a direct involvement efatdience.
Something is created which, if it does not souraradoxical,
one might call Theatre of Reality, comprising toliaision, total
character, total plot and total staging in theriegés of a total
educational experience. (Schweitzer, 1980: 84)

Since its inception, prominence has been givehdatdience ‘working alongside the

actors in a theatrical context’ (Vine, 1993: 110):

This practice was part of a conscious attempt t@aece the
cognitive and affective experience of the audidmceombining
the power of the theatrical experience with théabégues
developed in the field of drama in education (DIEYine, 1993:
110)

The prime motivation for TIE lies in ‘its explio#ducational purpose’ and its ‘distinctive
formal feature is its use of active audience pigditton’ (Vine, 1993: 109). Central to
the discipline, in its variety of theatre forms attlicational strategies, are the
convictions: a) ‘human behaviour and institutions f@rmed through social activity and
can therefore be changed’ and b) that audiencépatential agents of change’ and need

to be ‘active participants in their own learningife, 1993: 109).
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Harnessing the concept of active learning — ‘leagrithrough doing’ — the contemporary
approach of TIE provides a hands-on learning egpeg that includes engagement of the
senses. The aesthetics of theatre combined weéhaictive methods — such as enrolling
of audience members and facilitated discussionmsable learners to participate in a
‘lived-experience of learning’ in the creation ofaginary worlds alongside in-depth
reflections that are facilitated by performer-faators, either ‘in, or out of role’ (Nebe,
2007:2).

In all of the evolutionary forms of interactive #iee, the intent has been ‘to transform a
passive experience on the part of the spectattowsamactive and interactive one’ (Fox,
1994:65). In a typical TIE programme, learners‘active participants’ and not ‘passive
recipients of information’ (Redington, 1983:2). ETlequires participation in order to
have a ‘living through’ learning experience (Boltd®86c¢:182). TIE is a theatre form
that employs the basic elements of theatre th&yavpight uses and a director builds
upon: for example, focus, tension, contrast andoghsation. Just as a playwright and
director will consciously create tension, so thg §foup use these elements to create a

learning experience.

Along with Bolton, I will now endeavour to qualita¢ly analyse the most important
aspect of them all: ‘I shall examine the naturéhefexperience itself’ (Bolton,
1986¢:181). In the following sections of this stutwill investigate the aspects of TIE
efforts that require the learners to participatethe interactive methods employed by an
existing interactive theatre group. However, befihis process is commenced, a
framework for assessment criteria needs to be ledted which will enable a method of
gualitative observations for Chapter Five, and s@wimpact indicators for analyses in

Chapter Six. This proposed framework will now ée¥lin Chapter Three.
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CHAPTER 3

Developing a Research Framework for Interactiveatiee

Selected Methodology

Theatreis an enigmatic ‘phenomenon associated with [.e]groduction and
communication of meaning in the performance itaatl with the systems underlying it’
(Elam, 1980:2). In response to the generally aeckpiew that theatre produced plays
speak for themselves, Peter Brook argues thaplifa] cannot speak for itself’ and one
must ‘conjure its sound from it’ (Brook as cited@arlson, 1990:11). Cameron and
Hoffman (1974:6) affirm this in stating that ‘[aggormance creates a language of its

own’ and that this ‘communication involves morertharbal messages’.

In order to understand the language and semaritibgeatre, Lehmann’s exposition on
this topic can be referred to in how theatre’s aisaudible, gestic and architectonic
elements can be deconstructed as theatrical ‘swgtisin contemporary theatre forms. In
considering the fundamental question of how meaisgeated in a theatrical
production, Aston and Savona (1991:1, 9) propsesrioticsas a methodology to ‘open
up new practices and possibilities of ‘seeing’ egithat ‘the heart of all communication
is sign[and] theatre is the art form which is totally béhes sign ’ (Johnson & O’Neill,
1984:158).

For a qualitative analysis of interactive methdtsatre semiotics enables a functional

framework for examination of the dynamics which emeployed within an interactive

performance episode.
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Semiotics

‘Directing Postmodern Theatr@itroduces the study of semiotics whereby ‘evdijedt,
every moment, every sound or noise, every smedifyeeolour, every physical contact,
every spatial relationship, is a sign’ (Whitmor694:20). The denotatiofisof various
methods of interaction in a performance employeehigage audience members as well
as the audience responses to these methods caynbéhmt connofé qualitative

meanings by which to investigate the efficacy eéiactive methods.

In his book Theatre Semioti¢sMarvin Carlson bases semiotics upon a three-part
communication model comprising a sender, a mesgag®ded by the send&t)and a
receiver (who decodes, to a certain degree, theage§°. Alongside Carlson’s model of
‘art-as-communication’, Elam quotes the foundesariotics, Ferdinand de Saussure,
who explained that through the spectacles of secsiatll elements pertaining to the
theatre are viewed as signs that transfer meanigassure viewed a sign as a ‘two-part
entity’ comprising a signifier (the actual objestibstance/sign-vehicle) and a signified
(the mental image or feeling that is generated wahsignifier is produced or received) in
the reading of a performance (Elam, 1980:6). Seasiotherefore, provides a
‘theoretical approach’ in analysing a performandgle@vserving as ‘a system of
knowledge that studies [thes#fnsand offers explanations about how signs are used t

communicate meanings’ (Elam, 1980:3; Whitmore, 19p4

Semiotics Applied to Theatre In Education

Dorothy Heathcote asserts that theatre is ‘a sgmitiart form not a diachronic one, and
events are constructed semiotically not in literaigde’ (Heathcote, 1984¢:131).

She underpins how ‘[a]ctual living and theatre’ kigh, in essence, is a depiction of real
life — both emanate from ‘the same network of sigeisheir medium of communication’
(Heathcote, 1984b:160). Heathcote asserts, howthadrtheatre is the art form which is

% Denote: the actual meaning of an object ex aimagose

24 Connote: associative meanings ex. Red could staridve

% encode: the formation of the signifier - donetty sender (director) (Carlson, 1990:4).

% decode: the creation of the signified done byréieiver, the meaning the audience interpretseof th
sign (Carlson, 1990:4).
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totally based in sign’ and the drama additive to the m®cé learning creates the
required urgency through its unique use of immed{@aminent time) (p.169).

Lehmann verifies semiotics as a framework for ariaty theatre:

The emission and reception of signs and signaks piédce
simultaneously. The theatre performance turndémaviour [in
the performance space] intgant text. (Lehmann, 2006:17)

Signifiers in the TIE Process

In the TIE process, as in conventional theatreryeaetion becomes a sign ‘whenever
there is more than one person present to readctimmafor we cannot help signing ‘so
long as there is another human being who need=atbthe signs’ (Heathcote,
1984b:160). The ‘network of signs’ employed in THS a means of communication)
encapsulates, most crucially, ‘the human beingo velignal[s] across space, in
immediate time, to and with others, each readirgsagnalling simultaneously within the
action of each passing moment’ (p.160). The TH#rteés, under theatre conventions,

acknowledged as ‘total signers’

They have given permission to others to stare esp ¢tn employ
significancefrom the start. It is accepted as normal for the
actor/teachers to employ such aspects of signodisimat),
properties and setting for action. (Heathcote 4b9865)

The intricate system of signs in theatre also ietu'objects, sounds, language, gestures
and [all] images’ which, combined, ‘bring signifiaze to the events of the drama and
direct attention to them’ (Bowell & Heap, 2001:1These signs are ‘the means by
which the theatre element of symbol is evoked’ ‘@aepresent more than just their
utilitarian function’ (p.11). In theatre, howevene needs to ‘signal across space
meaningfully, [in order] to get a response whichi vave been born from [one’s] own
signal, as the person/s alongside you read thé (fdr60). Bowell and Heap (2001:11)
support this principle by stating that the ‘cru@abect of signs’ in any mode of theatre is

‘that they function symbolically and efficiently’:
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Individuals read signs very differently, and therefdecipher the
code more easily if it is rich and highly selectif@r its present
purpose. (Heathcote, 1984b:161)

Heathcote reinforces that ‘the heart of communacain social situations is the sign’ and
that ‘[a]ll teachers need to study how to exploit it as the fiasis of their work’
(Heathcote, 1984b:169). Relating to this obseovati intend to investigate the
interactive performer-audience methodologies engadyy ITT, their overall impact and
related effects on selected audiences within thengge of a semiotic framework. This
will enable a qualitative analysis witeractive method$ such as role-play, hot-seating,
and enrolment of audience members as the charactidrs plot presented, image
working, storytelling and performance, alongsalelience responsas signs of
interpretation.

As a theoretical framework, semiotics is able lissirate how these methods establish an
interactiveprocess that strengthens audience-engagementeto mtensity, nearing the
goal-orientated effect of the theatre. These a@slyowever, are carried out in light of a
proposed set of assessment criteria. The ovandihfys will enable a deeper and richer
understanding of the transformative power of theeatrd inform conclusions on the
effective (as defined in the study) use of intav&ctethods used by contemporary
interactive theatre groups in adolescent commundfeSouth Africa.

Impact Assessment Criteria

Cecily O’'Neill affirms that ‘[a]ttempts to analyany theatre event, however detailed,
can never be more than tentative and partial’ hadit is ‘impossible to reconstruct the
totality of any performance, but it is possiblegtasp some of the basic organizing
principles ...” (O’Neill, 1995: xix). The use of &ga-system for interpretation of
effective interactive methodologies will be invegstied in conjunction with the
observation of audience response and participasae signifier for theeadingof a

gualitative analysis.

2" Defined by Taylor (1996:72) as research resultsapeng to human and artistic interaction
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TIE is labour intensive, and works in depth witkvfpupils. It can
present two-or three-part programmes to one ordagses at a
time. Any use of criteria based on the numberscbbols and
numbers of pupils visited will be emphasizing theuatity rather
than the quality of the work produced and showasady
misunderstanding of TIE. (Redington, 1983:142)

Morgan and Saxton (1987:21) note that there aftefént levels of [learner]
involvement in the dramatic experience.” This ga#le study draws on a number of
concepts that serve as the framework for analyBl&gwhich will be discussed next.

Key Concepts of Interactive Theatre

Robinson asserts that theatre’s defining qualiéguee does not lie in what the actors do
nor the presence of the audience. For him thé&attbout ‘the encounter which takes
place between them — [tlake away half of this amal will be left with nothing we could
call theatre’ (Robinson, 1980:150).

Interaction

As opposed to the formal theatre setting, ‘wheeeatidience area is clearly demarcated,
separated off with curtains, seated in rows’, théience in an interactive theatre
performance ‘is interactive and has little of tbenfial demarcation of place and
continuity of role of traditional Western Europgaeatre’ (Jones, 1996:111,112). The
‘customary contract in the theatre’ which prohitatsy form of direct participation in the
dramatic event in the performance area, is supedskey calculated performer-audience
interactions, purposefully included by the theaggreup, with the intention of creating a
space for audience members to participate withireatre presentation; exerting the
audience as co-creators of the theatre event (0;N6B5:115). This kind of interaction
results in the surpassing of the traditional divgdiine between the audience and theatre

due to the participatory actions of the audience.
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Interaction also occurs at a spontaneous levelrsteghfrom engagement of the senses.
This includes watching and listening to the playd anay involve expressing a reaction at
one’s experience of what is seen, heard, smeltefel such as laughing. Interaction thus
occurs on a two-phased level of intentional, ad aekpontaneous involvement in the

theatre event.

Aesthetics

Drawing on its Greek origingesthetianeans ‘of or pertaining to things perceptible by
the senses’ (Boal, 1995:18). The Oxford Dictiongulifies this definition as ‘Received
by the senses’ (Onions, 1989:30). Aestheticsmlsans, ‘of or pertaining to the
appreciation or criticism of the beautiful or of' §Brown, 1969:34). Wright summarises
this:

The physical experience of beauty, which lifts us af ourselves
and enables us to see more deeply into the gralgties, has been
called aesthetic pleasure. It is the stimulatiothefimagination
through the senses and the result is an appretiatithe beautiful.
(Wright, 1972:26)

In consideration of the variety of definitions, #etics can be defined as ‘pertaining to

perception by the senses’, and therefore will e us this study to include all theatrical
and interactive elements that include sensory eéxpee in the ITT performance (Brown,
1969:34).

In addition the performance area functioning asstege’ of a TIE theatre presentation
is classified by Boal as ‘an aesthetic space [.eated subjectively by the gaze of the
spectators’ and can encompass any place from &rciora classroom to a site in the

open air under a tree (Boal, 1995:18):

Anyone can designate and thereby create such a,9pabeir own
front room, a space which occupies part or alhefroom and
immediately becomes, ‘aesthetically’, a ‘stageé thlatform’.
(Boal, 1995:19)
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Authentic

Referral to the Oxford Dictionary elucidates ‘authie’ as an entity pertaining to that
which is ‘real, actual, genuine, original, firstrth really proceeding from its stated
source’ and exerts ‘authority’ and credibility (Bro, 1969:150). In light of its
definition, the authenticity of performances undken by interactive theatre groups
considers, amongst others, the unique approach&nédl content of a performance, as

well as their work’s ability to influence audiendésough significant content.

Heathcote (1984a:120) discloses how her dramadeamere ‘caught in “a moment of

authenticity” when they were faced with a momeoftreal choice and real concern’
during a role-play session in class. Heathcoterdehes that drama’s purpose lies in
‘shattering the human experience into new undedstghas it ‘fuses the new
understanding with the facts’ (p.122). In summahg states that ‘drama gives us the

opportunity to allow our classes to stumble upatheaunticity’ (p.120).

Considering a theatrical performance of a TIE-paogme the issue of authenticity lies in
the following: When learners are exposed to issfiesal-life concern and personally
engage with the theatrical presentation and inteeagprocesses, are they brought to a

new place of understanding?

Transformation

Transformation is ‘The action of changing in forshape, or appearance’. A
transformation is the result of ‘a complete chajglecharacters [or] condition’;
ultimately a ‘metamorphosis’ (Simpson & Weimer, 8980). In context
transformation, therefore, refers to a change rogg@ion, attitude or belief that has

occurred during or because of the ITT performammEa its interactive elements.
The concept of transformation is central to anytteeor drama process whether

referring to the transformation of the human bemthe performer, to audience member,

or transformation of objects into props or représegonal entities (Jones, 1996:119).
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In the TIE approach to interactive theatre, tramaftion is sought in the behaviour of
the individual participating — either aestheticaltydeliberately. Ereinov places

transformation at the centre of all theatre:

Transformation [is] the essence of all theatriegl[&] is more
primitive and more easily attainable than formathich is the
essence of aesthetic arts. (Evreinov as citednes] 1996:119)

Engagement

To engage is qualified as being able ‘to attratarm [or] fascinate’ or ‘to attach by
pleasing qualities’, and is adept ‘to cause toddd Fast’, and likened to being entangled,
as in the physical sense of ‘a snare or net’ (Som@& Weimer, 1989: 247). The Oxford
Dictionary supports that the ability of a performarno engage its audience lies in its
aptitude to 'urge, exhort, persuade, [and] indacel is a craft that will ultimately

‘entangle, involve [and] commit’ audience membegr247).

Amongst others, Morgan and Saxton single out tHevitng characteristics as depicting
engagement Although their findings are based on teachiragh in the classroom, they

are still applicable to observations in the theatrsphere:

Step 1:Interest
Interest is considered by developmental psychadiegis ‘an emotion in its own right and
one of the earliest to appear’ (Morgan & Saxtor§7t92). Morgan and Saxton propose
that the level of interest with which learners eygyan a theatrical sphere can be
monitored in light of the following observationstbkir responses:
a) Attending: The physical presence of learners isairagve (p.22).
b) Watching: This is evinced by learners making anchtaaing eye contact (p.22).
c) Listening: Listening can be monitored by the ‘carent, appropriate [and]
supportive verbal response’ to the theatrical eepee or to presented questions
(p.22).
d) Reacting: This is indicated by ‘congruent, apprata; supportive non-verbal
response’ to the theatrical experience (Morgan £&@&g 1987:22).
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Attaining the interest of learners is accordinglg first step to personal engagement,
and is also captured by arousing curiosity (p.dB)erest proverbially functions as a
hook with which to gain attention. Interest ofri@ers can, in summary, be monitored
by answering the following questions (Morgan & Semxt1987:23):

* ‘Are they there’

* ‘Are they watching

* ‘Are they listenin@’

* ‘Are they responding?

Within this model Morgan and Saxton (1994:19) attieat a lack of interest can be
indicated by:
a) Aggressive disinterest — which can be detecyeghlvning, talking to a
neighbour.
b) Passive disinterest — which cannot be dete@silyeas learners might ‘take on

the shape of interest’ but one can see there thimg behind the eyes’.

Step 2: Engaging

This adjacent step to a deeper level of engagemguatres one ‘to be involved in the

task’ (Morgan & Saxton, 1987:22). Engagement @t lédvel equates ‘active

identification with imagined roles and situatiorahd can be estimated by the

following (p.23):

a) Acquiescence in being involved — which is seendluntary ‘participation in a
congruent, appropriate and supportive manner’ {|p.23

b) Willingness to engage and operate in theatre’siségly ‘as if realm where ‘the
willing suspension of disbelief’ enables a reatigkperience of the fictitious
(p-23).

c) Relating is dependant on assenting to ‘accept stipdsices and objects into the
imagined world’ (p.23).

d) Identifying takes place when there is an ‘[a]greetiie endow the role with self,

summoning past experience to the demands of tlsepreramatic situation’
(p-23).
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e) Evaluating constitutes an assessment of the peafocenand its experience for the
individual will mirror, according to Morgan and SaRr, satisfaction acquired

from the experience (p.23).

For the purpose of this study this ensuing stage @ncerns the ability to relate to and
identify with the characters and/or content of Hgrenance. From the standpoint of
analysis for this study, this occurs when the authemember can “see him/herself’ in
the shoes of the character, i.e. envision him/lferséhe situation, as it is not unknown
but rather familiar to their world of existencehi§ translates into audience members
understanding the emotional context and relatingpécsituation at hand as it is, or has
been, as a part of their world, and, accordinghpacts the creation of meaning. Once
there is engagement in the imaginative situatiahardience members are prepared to
identify themselves with the role of the charadgre way is open for an internal

learning process to occur.

Step 3: Commitment

Similar to participation in any form of a game, ®wol asserts that dramatic involvement
requires a level of commitment: ‘Whether it be angaor a drama, to start requires
commitment’(1980:73). In working towards this level of commént in the drama
process, Bolton aspires to regulate ‘the qualiggrde and intensity of emotional
engagement’ in the topic at hand (p.73). With H@saims to engage learners in the
fictitious dramatic context with ‘integrity, spomtity and a sharpened consciousness’
(p.73). Bolton argues that this regulating of ‘#motional temperature’ is essential in
order to bring learners to a place where a foritmasfsformation can take place, i.e. ‘a

change in understanding’ (p. 74):

Often a teacher cannot use theatrical form to ergareaning,
that is to bring about some change in the partitgia
understanding of a topic, until steps are takemadlify the
emotional loading that topic carries for a pari@ecutlass. (Bolton,
1980: 74)
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This level of emotional absorption relates to thié process as learners need to engage at
athinking andfeelinglevel with the subject-matter at hand. Morgan 8adton affirm
that at this stage there is a level of personahgament to the work, which in turn will
translate in learners generating their own idetisiides and points of view about the
subject-matter (1994:20). Engagement at the levebmmitment is demonstrated by:

a) An absorption in the work which is also evintgdha reluctance to move on to the

next event (p.20).

b) An ability to control and manipulate the matkefoa themselves (p.20).

c) The emergence of creative ideas (p.20).

d) A confidence to challenge the direction of tharkw(p.20).

Commitment therefore can, except for being mondtarne a more proactive level of
generating new ideas, attitudes and points of ¥evard the material, also be seen in the
occurrence of absorption in the presented matefiak amount of personal investment in
the work is witness to intense absorption, #imslpaves the way for the ensuing level of

internalization (p.20).

Step 4: Internalizing
Internalizing happens during an ‘aesthetic expeeéwhen ‘a moment of truth’
leads to ‘a shift in understanding’ (Morgan & Saxt@987:25). This occurrence
refers to ‘the intimate interplay between persdealing and thought and empathetic
feeling and thought’ (p.24). Internalizing is sué of a connection that takes place
between ‘what the [learner] is thinking and feelargl doinghowwith what [he/she]
already knows, feels and has experienced’ (Morg&ua&ton, 1994:21). In a nutshell
it is when learners have begun to make associatietvgeen their own experience
and the learning material they are exposed to affactive level as well as an
intellectual understanding (p.21). Making theser=ztions lead to ‘a new
realization’ and ‘a different way of understandirig’change in perspective) (p.21).

This equates to ‘a change of understanding’ (Mo&&uaxton, 1987:22).
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When there is engagement at the levels of commitauash internalizing, which
comprises ‘personal investment’, there will be ftdence to communicate this new
understanding’ — corresponding to the deep levéhtdrpretation’ (Morgan &
Saxton, 1987:25).

Step 5: Interpreting

Morgan and Saxton (1987:26) refer here to the ‘&l selection for clarity of

communication’. Whether learners are interpretireg,conceptualising and making

meaning of the content, and have ‘the need to camuate the new understanding’

(p.22). This level of engagement can be detecyatidfollowing indicators:

a) Communicating: Are thegommunicatingn the following ways — listening,
observing, judging the effect, predicting otherrsiof view; and willing to
sharing their own feelings and opinions (thougpts}icular to the context?
(p.26).

b) Experimenting: This occurs when learners are erpanting with expression,
using voice, gesture, props etc. to discover thatkvseems most appropriate
(p.26).

c) Adapting: This is evident when learners are operotwsider other ideas and
adapt their conclusions in light of new informat@md ideas; ready to consider an
experience outside of the self; and ready to natgogxperience to the needs of
the role (p.26).

d) Analyzing: When learners are confident to subneirtfeelings and ideas for
analysis and consideration by others; and arengilio analyze feelings by
defending a point of view. This is also evidentwhearners participate by
making predictions and are apt to considering tiya@ications of their thinking
(p.26).

e) Reflection: Learners are considered to engageaimdfiective mode when
‘gripped by the possibilities of their new understang’ and ‘anxious to make it
concrete in some way’; by speaking or writing, pbgbkaction or inner reflection.
(Morgan & Saxton, 1987:26; Morgan & Saxton, 1994.22
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Step Six: Evaluating
Morgan and Saxton (1987:27) assert that evaluadithe testing out of meaning’,
(private feelings) in public through consciouslyriag in the art form, whether in class
or in performance’, and can happen through:
a) Dramatizing: This involves a selection of approfaidgneatrical elements to
enhance thought and feeling (p.27).
b) Symbolizing: When significant meaning is relayewbtigh symbolic expression
(p.27).
c) Monitoring: This refers to detached observatiothef effect of action (p.27).
d) Re-creating: This is evidenced when memories asdcgtions from the past are
reawakened when emotions are experienced in tisemrép.27).
e) Communicating: At this stage there is a satisfactiothe shared significant

experience (p.27).

The taxonomy of engagement is ‘cumulative’ as fjteas] will not necessarily all be at
the same level at the same time’ and ‘they may bhaitk and forth through the levels’
(Morgan & Saxton, 1987:28). Morgan and Saxton owédver emphasize that the levels
of engagement are part of a sequential progressidnmoving in succession through the

sequence is imperative to deepen their level ohgament (1994:22-28).

In summation of the engagement levels Bolton ingpiieat ‘the significance of drama as
an expressive form of thinking and feeling liesténconcern with the process of personal
engagement with the objective world’ (Bolton, 198f6). Before engagement at any
level can take place, however, one needs to ‘captioeir interest (Bolton, 1980: 73).
Dorothy Heathcote emphasizes the importance toagainmaintain the attention of

learners:

| must first attract their attention. If | haveesthattention, | can
gain their involvement. Then | have a chancelieirtinvestment
and from that their concern. If | have their camge have hope
for obsession. (Heathcote as cited in Morgan &&ax1987:22)
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Herewith a summary of the key engagement levelsaiibhelp to inform the analysis of

this study. These criteria will serve to providaanework for investigation of the ITT

performances.

Engagement Levels

The Engagement Process

Interest

Learners are interacting byatching listening
respondingMorgan & Saxton, 1987:22).

Engaging

Participation in the fictitious world of the chatexs
ex. answering questions pertaining to characters.
Identifying with the characters and relating teith
world (Morgan & Saxton, 1987:22).

Committing

Generating own ideas pertaining to the work (Morg
& Saxton, 1994:20).

an

Internalizing

Learners come to a new understanding (Morgan
Saxton, 1987:25).

Interpreting

Learners share their new understanding (Morgan &
Saxton, 1987:26).

Evaluating

Learners utilize a tangible method to expresg thei
assimilation of the process (Morgan & Saxton,

1987:27).

For a semiotic reading of the key engagement |lesfedsidience members in a TIE

production body-language is proposed as a meanstépretation of their possible

engagement levels. That body-language can beassaaneans to assess engagement

levels of learners will be illustrated in the folling section.
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The Sign-System of the Body

The study of learners’ non-verbal body languag&ughed, amongst others, observation

of their postures, eye movement and facial expoaessivhile watching the ITT
presentations. In addition to these aspects, tdimeantional responses such as the raising
of hands and answering of questions posed by ti@aifs served to indicate learners’
levels of engagement and interest. These deemel feasible signifiers for this
qualitative study of interactive performer-audienoethods and played a key role in
assessing the ITT experienceaashentic ortransformative Fast (1970:14) refers to the
findings of researchers in psychology to qualifgiptanguage as a practical signifier of

meaning:

What their work proved [is] that we can inheritoar genetic
makeup certain basic physical reactions. We ane Wwiah the
elements of a nonverbal communication. We can rhake, fear,
amusement, sadness and other basic feelings krooother
human beings without ever learning how to do Rasf, 1970:14)

The audience’s genuine response to Themba’s peafores was especially evident
whilst observing their facial expressions. Invgstions of appraised researcliétsave
found that although culture is a guiding factoaihbody language, ‘facial expressions of
emotion are similar among humans’ (Fast, 1970:8R, Zheir theory of this universal

signifier postulates:

[... ] innate subcortica? programs linking certain evokers to
distinguishable universal facial displays for ea€kthe primary
affects — interest, joy, surprise, fear, angettyels, disgust,
contempt and shame”. [Simplified] this means thatbrains of
all men are programmed to turn up at the cornetseomouth
when they’re happy, turn them down when they'reaident,
wrinkle the forehead, lift the eyebrows, raise site of the
mouth, and so forth and so on, according to wielirfg is fed into
the brain. (Fast, 1970:13, 14)

2 Darwin, Ekman, Friesen (from California’s Langlegrter Neuropsychiatric Institute) and Sorenson
(from the National Institute of Neurological Diseasand Blindness) as referred to in Fast, 187@. p.1

2 part of the brain: the parts of the brain thairienediately beneath the cerebral cortex

(Encarta Reference Library 2005).
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Facial expressions are for the most part socialijylated and, even at an unconscious
level, controlled as the habitual mask we wearuhlig is a face presented to the outer

world and ‘rarely our real face’ (Fast, 1970:58napp explains this:

Since we are aware of the communicative potentialioface, we
tend to monitor it carefully — inhibiting when desd and
exhibiting when desired. (Knapp, 1972:121)

However, in a situation where we feel ‘invisibleichsafe, ‘the need to mask is gone’,
such as when we are travelling in a car (Fast, B5J0 Correspondingly, during the ITT
performances, learners do not feel on display aadedieved from sustaining their own
performance to the outside world. As with any itiadal audience, they focus on the
action at the front of the room, and then theirsine dropped’ (Nebe, 2006). When this
happens, what people really feel is shown in tfagilal expressions and/or in their
actions (Fast, 1970:53). Research on non-verlmahamication endorses facial

expressions as a viable interpretative signifier:

Considering sending capacity, internal feedbacH,etiernal
feedback, the face ranks highest on all three dsmes; hands
next; and feet/legs last. (Knapp, 1972:104)

In this chapter a framework for the interpretatodrgualitative data in a performance
event has been constructed, and will be used terebsind analyse the ITT process in
succeeding chapters. But first, Interactive Thefiba@atre will be introduced in Chapter

Four.
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Chapter 4

Interactive Themba Theatre

Themba in Context

A pioneering theatre group in South Africa whichisgs interactive theatre methods is
the Interactive Themba Theatre (ITT), housed withenThemba HIV/AIDS
Organization. Situated in Braamfontein, Johannegldateractive Themba Theatre has
been proactive in presenting interactive perforrearto schools, community based
organisations and businesses in Gauteng since &g#002van Rooyen, 2007). With
the overall aim of preventing the spread of HIV/ADTT has sought to maximize
theatre’s potential as a vehicle for interventiathwhe aim to create preventative

awareness in the lives of their audien¢esn Rooyen, 2007).

The History of Themba

The Themba HIV/AIDS Organisation was establishedlanuary 2002 as a non-profit
organization by Kim Hope — an international thegtractitioner from the UK and pundit
drama teacher in the forum theatre techniques gusio Boal — and Theresa Lynne, a
drama therapist practising in the UK. The ThembgaDization formed in response to a
request from Reverend Thabo Makg®ha devise a drama-based programme for the
youth at the Trevor Huddleston Memorial Centre apldatown, Johannesburg
(Interview with Kim Hope, 2008). The project repd three main elements: an
HIV/AIDS focus, application to the youth, and wddtion of interactive theatre methods
(Hope, 2007:2).

At its inception, young people were recruited frBmwveto and Alexandra, two peri-
urban areas in the outskirts of Johannesburg. iGates then underwent rigorous

audition processes which operated as workshops lleddes interactive drama games

%0 Reverend Thabo Makgoba was recently elected dsbisisop of Cape Town in September 2007
(diocesegrahamstown, 2008).
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and activities with the overall aim of ‘learningaalt yourself and HIV/AIDS’ (Interview
with Kim Hope). As the organisation evolved, pautarly in light of the emerging
HIV/AIDS pandemic, Themba developed interactivenireg workshops and theatre
performances which focused on preventing the sppéadV/AIDS primarily within the

youth of South Africa.

The Interactive Themba Training programme providaising in inter alia prisons and
youth correctional services where inmates areerhio create their own interactive plays
centring on the HIV/AIDS pandemic — enabling themmdach out to their direct
surroundings with informative plays on HIV/AIDS feasexual practices and related
issues. The second department of Themba is pexfareabased and driven by a
uniquely developed (interactive theatre) methodglagd is termed Interactive Themba
Theatre (ITT).

The Interactive Themba Theatre (ITT) Methodology

The ITT methodology originated from the Forum Theaechniques of Augusto Boal’s
“Theatre of the Oppressedhich were used during ITT'’s pilot phase. Dir@cKim
Hope, however, found that this approach was naj@ately flexible to address the
specific complexities introduced by the HIV/AIDSruemic to South African audiences.
In response to this challenge, ITT was reworked distinctive approach containing
unique interactive theatre methods drawn from iatier forum theatre, drama therapy,
improvisation and play making and which have forrttezicore of the ITT methodology
(van Rooyen, 2007). These modifications resulted movement away from “pure”
Forum Theatre’ to a more ‘structured forum’, enadpla controlled learning experience
within ITT’s predominantly school-based audienddsi{e, 2007:4). ITT's distinct
interactive performer-audience methods include tipesisking, hot-seatirig and
enrolling of audience members as characters, anohgrated into the performance

component which comprises scenes focusing on ttwuats of HIV-positive people.

% Dialogue with the characters which normally in@adjuestioning their behaviour and motivationspisned up
to audience members.
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Alongside these methods, the ITT methodology inetushort ‘cameo’ scenes which
demonstrate a range of possible responses toisitgahvolving sexual encounters.
These 5-liners are presented by actor-educatgmoups of two and focus on
negotiations regarding safer sexual activities,clwithemba communicates as the use of
a condom, or sexual foreplay. Except for theseemagtenes, the ITT process involves a
scene where colour-coded visual aids are usedpdagiinformation on the subject
matter of sexual encounters. These comprise g, orange and red posters — akin
to the colours of a robot — with large inscriptiahsplaying corresponding levels of
sexual intimacy in a format indicating the safelémgerous phases in sexual behaviour,
according to Themba (see Appendix H). Postersi@iup into the air by actor-
educators who assemble in a line within the peréoe space, standing shoulder-to-
shoulder, and facing the audience. During thisage, audience members are invited to
offer alternative words in any other vernaculartfoe terms displayed on the posters to

ensure that universal understanding is attained.

Apart from these, further collective interactivefpemer-audience episodes form part of
the ITT process. A method harnessing the impacttcdpersonal communication is
utilised during which audience members are askdxbvotheir heads and/or close their
eyes and introspectively answeWhat is one thing | can do to when | leave thigpla
today to keep myself safe and hedthyrhis question is repeated twice and followed by

a few moments of silence.

The ITT performance concludes with the Themba sdt'gymy Lifé’ of which the first
few lines are sung by the Themba group, and aresheg by audience members after a

few lines into the song.

The ITT methodology solicits audience involvemehiah creates an interactive theatre
process, as the engagement of audience membd&es petformance results in a

transcendence of the traditional ‘dividing line’hieh is characteristic of its separation of
actors and spectators by maintaining an aestheticag artistic and visual) distance from

the audience. As a result, a two-way communicgtimeess is created which facilitates
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accessible channels of dialogue regarding HIV/Ail® audiences between a

performer and the audience through unique interagerformer-audience techniques.

Themba’s goal to combat myths and stigmas assdardth the HIV/AIDS pandemic
informs ITT’s sloganiWe are all HIV+ until proven negative. Let's gested now! and
together with the interactive methods, dramaticemants — described as ‘short
unresolved plays’ — form part of the ITT procesd anderpin Themba'’s central vision:
To prevent the spread of HIV/AIDS through engagangience members in uninhibited
dialogue on associated issues on this subject matteh as the delay of one’s first sexual
encounter, abstinence and/or engaging in ‘safér meplying the use of a condom

(Hope, 2007:4).

Together with these stated aims, ITT’s overridibgeotive is to educate young people
through disseminating accurate information conceyiilV/AIDS, thereby equipping
them to make responsible sexual choices. ThrooglTtT-process, Themba’s primary
objective is to influence behaviour to preventspeead of HIV/AIDS. This is a focus
core to their methodology, specifically amongsirthdolescent audiences in school
settings. In relation to this objective, ITT’s thetology is also informed by Prochaska

and DiClemente’s Transtheoretical model of behavatange (See Appendix E).

ITT's approach to Learning

ITT's approach to learning draws on Plato’s TheafrfForms which is illustrated in the
“Allegory of the Cave(Refer to Appendix F). In this parable-styletegbry, Plato uses
the illustration of people who are trapped in aecadpose ignorance of reality enforces
their inability to distinguish appearance from figal Their only connection to the
outside world is images of reality cast on to tredl wf the cave by the shadows of a fire
behind burning behind them. Similarly, Plato betié that we, likewise, ‘may acquire
concepts by our perceptual experience of physigjgots’ but that ‘we would be
mistaken if we thought that the concepts that vesgmwere on the same level as the

things we perceive’ (Cohen, 2006).
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Themba’s managing director, Eric Richardson, caisviéis historical theory into a
contemporary application and states unequivoctibt, to infuse knowledge in itself ‘is
not where real learning takes place’. Real legniather, equals a process of

contemplation and interaction:

Knowledge can’t be given. You give facts or infation. Real
learning takes place when people themselves acdvied in
debate and not treated as passive receivers [.. 1 weeple are
provoked and made uncomfortable. (Interview wititc E
Richardson)

Adding to this premise, Richardson asserts that'iointless to just give information’
through the traditional format of merely presentinglay. The addition of audience
participation in the performances enables an intemaprocess, beyond the traditional
‘dividing line’, and provides an experiential learg process for audiences through
tailored interactive theatre methods. ITT’s apploto learning corresponds to Paulo
Freire’s view of the deficient banking model fouedtion, whereby true learning can
only take place through active involvement (Intewiwith Eric Richardson).

Themba Actor-educators

The majority of employees who work as actor-tresregrthe Themba Organization are
‘young and black’ and come from outlying townshgwel peri-urban communities in and
around Johannesburg, such as Orange Farm and S@¥egte, 2007:1). As in most
sectors of industry, Themba’s personnel are resple®r supplying their own
sustenance and travel allowances. Transport forpgginces however, is provided. The

Themba team has a designated driver and a brardseéner vehicle.

The performers at Themba are called actor-edugatdesm taken from Ti# and
referring to performers taking on the role of bathactor and educator simultaneously.
Training for actor-educators take place accordmmgptecific levels: The Themba training
process commences with auditions for actor-edusatdrich is then followed by “initial

training” where the elected participants are trdimeinformation concerning HIV/AIDS

32 Cross Reference Chapter 2
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and the Themba organization. At the third levelinfermediate training,” candidates
undergo acting training primarily based on Stanis#s system, and are familiarized
with the Themba interactive process as part of fhreiparation for performances.
Stanislavski’'s method of acting is employed in ordeattain ‘naturalistic acting’ with

the aim of better enabling audiences to identifthwealistic characters (Interview with
Kim Hope). After completing these training sessioqualifying candidates are permitted
to join the ITT presentations on stage — this ensas an additional level of training
gained through practical experience.

The ITT process is steered by actor-educators ifumog as facilitators who introduce
the interactive performer-audience activities, Badome the connectors between
audience members, the performers, and the inteeggéirformance. The remaining
actor-educators perform in the dramatic enactmamdsaid in disseminating HIV/AIDS

information during the productions and specificallying informative scenes.

Themba's Target Audiences

The audience groups for ITT generally consist afrers from ages 10-15 years. These
age groups are classified by developmental psygsitasniddle agesandadolescent
groups (Goodenough & Tyler, 1959: 327-385). Thddta childhood phase broadly
spans from ages 7-11, and the ensuing years tdsasmce are broadly defined as ‘the
period in which the transition from childhood touéttiood occurs’ — which follows on
into the next years before the ensuing phase afiyadulthood, usually marked by the
completion of higher education (Goodenough & Tyl€&159:385). The audiences for
ITT are therefore on the perimeter of the middlesaghase but fall mostly within the
early stages of adolescence. For the purposesoétildy a brief focus on the
developmental stages of adolescents will be pravidehe following section.
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Developmental Stages of Adolescents

The middle ages — which some of ITT’s audiencesarthe brink of leaving — is a
period during which a child gathers lessons orbtsc areas governing the human
experience, ‘most of the information and skillss kociety expects him to know, and
‘develops competence and skill that enable hinmofmeaowith life’s problems’
(Forrester,1992:307, 324). In addition, the youdgl@scent finds him/herself in an
overlapping phase where expectations are set aviedboth as a child (with limited
decision making and power of self-determinatiorg as an adult (with requirements to

make reasonable, logical and law-abiding decisiong)ost spheres of his/her existence.

Research in the developmental stages of audierareogr

ITT’s primarily adolescent audiences are conscipaslunconsciously, ‘moulding their
own lives into the shapes they will take in thergda come’ (Goodenough & Tyler,
1959:404). The developmental stages of the adem¢stbstantiates that adolescence is
a time when many of the most important choicesn@®life are made. They are in a
phase of their development where decision-makiggnading life-commitments, and the
construction of a value-system form part of a prymzhallenge of identity-formation
(Goodenough & Tyler, 1959:401-404).

Awareness to stages of self-consciousness:

Facilitators need to keep in mind that there majsbme degree of self-consciousness’
due to the physical growth changes — resultingatifigs of awkwardness and
embarrassment, among their adolescent audiencasaehemunicating with learners
falling within this age group due to its effect andience participation and TIE
practitioners should take the necessary stepstien relaxed environment, especially

during interactive methods such as role-play.

Knowledge of cognitive development:
ITT’s interactive methods approach centres on gmb$olving. Slater and Bremner
(2003:360) contend that an understanding of adelgstability to problem-solving

requires the comprehension of their process okihg how they find the solution to a
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problem; their structure of thinking — the influenaf their other cognitive abilities to
problem-solving; and the content of their thinkingvhat information they tend to

employ during problem-solving.

Knowledge of how the audience groups make decisions

Adolescents have been described as ‘apprentidbsking’ and the manner of
influencing their behaviour on a cognitive scaldl subsequently differ to that of an
older group of people (Slater & Bremner, 2003:360)e’s approach to an audience of
retired 65 year olds in comparison to a group ofd&r olds will differ greatly in context
and content, and it should be considered thatilegutakes place on a different scale as
well. These requirements may appear overwhelnfiagever, if the aim of the
performance is for learning to take place, knowkedfithe majority of these aspects is

evidently needed.

Group Dynamics

During adolescence, group dynamics also have #iseymt role to play in the lives of the
audiences as ‘the peer group supplants the famitii@acentral social reality’ (Forrester,
1992:308). Forrester explains this:

During the school years, the influence of the groppn child
behaviour becomes far more apparent. From this timone can
note a clear distinction between the child’s bebavtoward his
mates and his attitude toward adults. He senses aearly the
distinction between the generations. These arkihgs With
them he must compete. By them he will be judggd.as he
grows older the influence of adults becomes rethfiweaker.
(Forrester, 1992:329)

This highlights the importance of addressing belaaid behaviours in both the individual
and the group structure. When addressing the stutsjé1V/AIDS and sexual

behaviour, disregard of the group dynamics — emamaative deliverance of the factual
content — may frustrate the objective of influegchehavioural change. Richardson
affirms that one needs to engage with gender akaoadedge diversity in addressing

myths and ideologies that might be present atafat-— ‘such as that it's ok to be 16
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years old and not having sex’ (Interview with ErRRlthardson). With identity formation
as the basic goal of development during adolescemes pressure to engage in sexual
activities in order to find acceptance from a pgewup is an equally important aspect to
address. Forrester reiterates the role that giggnpmics play during adolescence:

Opinions, prejudices, beliefs, likes and dislikes l&kewise
determined by the group, and the boy or girl wHteds is made to
feel the force of group ostracism unless he hdgcgrit force of
personality to bring the others around to his pofntiew.

Mastery, conformity, or exclusion — these are thaad
alternatives with which the adolescent is faced, mm half-way
measures are possible. (Forrester, 1992:401)

Sullivan maintains that the behaviour of adolesseah only be understood ‘as the result
of interaction processes between self and otheisiforcing that ‘psychological growth

is driven by the need to satisfy interpersonal seggullivan as cited in Slater &
Bremner, 2003:389). Peer group opinions as atresuk together with an adolescent’s

perceived value and/or relevance of the topic attha

Performance Setting

Due to the location of their target audiences, Tihemperformances are generally
undertaken within the school environment, the sgttor school audiences. The three
schools that Themba visited during my observatafribeir performances were based in
Gauteng. These included Orange Farm — an infonmasing settlement southwest of
Johannesburg; Alexandra — a densely populated topeharacterised by scarcity of
land, homelessness and a high rate of unemployraedtf-lorida — a well-established
middle to lower middle-class suburban area. Theéo districts are largely black
township communities in peri-urban and peri-ruralea, and the latter is a formal
residential area housing a variety of differentraad ethnic groups belonging to a
similar socio-economic stratum (Garson, 2002).
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Themba performed for learners ranging from 10 tyd#&rs of age, and respectively
falling in the categories of grade 6 — grade @llathree primary-schools. The learners
were all dressed in school uniforms and seemedeskas they walked into the venues.
All audience members were seated on chairs ingbective performance venues —
respectively a large school hall at both Masibarel@@allege in Orange Farm and Arthur
Matthews Primary School in Florida, and an aversiged classroom in Bovet Primary
School in Alexandra with windows and painted waNghether these learners were
hungry or unwell during the time of the performamaes unknown to me. | visited with
Themba on fairly hot days and although not impdssibwas unlikely that any of the

learners were experiencing cold.

To begin with, | observed Themba’s work in bringidty//AIDS education performances
to Masibambane College in Orange Farm, which isragry school with two additional
high school grades (grade 8 and grade 9). MasibaemBollege was equipped with a
solid infrastructure, such as brick-buildings arellwnaintained facilities and was
dissimilar to many other under-resourced schoaatkx in townships which bear the

signs of inadequate maintenance.

Although also sourced with classrooms and a schalbconsisting of brick buildings,
Bovet Primary School in Alexandra is challengedhvatlack of necessary internal
resources required to sufficiently operate a lesy®invironment. Despite this, Bovet is

‘very rich in dedicated teachers and diligent psipil

Although our school is new and beautiful on thesmid, it
is empty on the inside because we don't have ressurAt
the moment we are desperately in need of a bigogbpter
which can cater to 1,016 pupils. (Principal Khasaited
in Mathabane.com, 2001)

Arthur Matthews Primary School is located in thestMeand. Corresponding with its
middle class setting in Florida, the school enjgged infrastructure with brick-laid
classrooms, a school hall and well maintained sga@tds. However, irrespective of

their facilities and available resources, all thsekools created an educationally driven

64



environment which created and regulated the comexhich the theatrical

performances of Themba took place.

Attending their performances in all of the locahpairy schools led to the observation of
the interactive relationship between the theatogigrand its young audience members.
Observing the young spectators as Themba undetiteske performances brought to

light how a variety of elements can influence treatjue between a theatre group and its
audience. Amongst these was the manner in whekhimatre group positioned itself in
relation to the audience, as well as the use dhiceinteractive approaches to create
audience involvement. These factors proved to alaymportant part in how the theatre
group captured the attention of viewers, maintaibadd ultimately affected the
interactive dialogue between audience member arfidrpger. Amongst others, the
outcome of the introductory meeting between perasmand audience members proved

to be a vital part of the overall process.

Themba’s Production in Context

Whilst | visited as an observer with Themba, teegrmancesHeartbreaket and
“Class of 2007° were shown at the designated schools, MasibamBaltege, Bovet
Primary and Arthur Matthews Primary. At the tinfaxy visit these two plays were

recurring productions that were repeatedly shovah gaar.

During the presentations at the respective schbots the grade 8 and 9 learners from
Masibambane College were presented consecutivéytiae play Class of 2007 while
“Heartbreaket was showcased for the grade 6 and grade 7 leafrean both Bovet
Primary and Arthur Matthews Primary. Observatiaese thus undertaken of six ITT

performances in total.

% This researcher observed the performar@ass of 2007when it was presented in 2007. The Name
changes progressively with each progressive yeathis year it is Class of 2008
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As was viewed in each production, the core compisnainan ITT production consist of
dramatic story-lines, the target audience and @rpmance setting, and will be

discussed further in the following sections.

Primary Story-lines

ITT performances comprise scenes which are shdrtleamatic enactments that focus
on the accounts of people personally affected afatied by HIV/AIDS. The story-lines
exhibit unresolved dilemmas and are used as afbaseliciting interactive dialogue.
During my observations of the ITT performances,tthe plays Heartbreaket and

“Class of 2007%vere presented. These plays are relatively sletwtarsed presentations
of two different scenarios concerning HIV positpeople, and both these story-lines are
created by Themb#o suit different audiences and age groups’ ineéamevith various

learning outcomes for the different plays (van Rogy2007).

“Heartbreakef

“Heartbreaket centres on an adolescent schoolboy who conttéists* and intricately
portrays how this affects his close relationshgsnecially those with his parents, a
supportive friend and his girlfriend, with whom has been sexually active. Through
these relationships, the play addresses stigmasiat=d with HIV/AIDS and the
different ways that people react to individualstted by the pandemic. The
protagonist’s father, who is a truck driver, resems son for contracting HIV, whilst his
mother continues to offer love and support. Thesis broken to his girlfriend in a
scene where she takes him flowers just as hecbaliged from hospital, and illustrates
the tension and resultant shock when one is infdrafe partner’'s previously
undisclosed status. The scene comes to a closaheithirifriend’s words, You've been

having sex with me for two months and kriew?

3 HIV is the virus — AIDS is the body’s responséhe virus which characteristically results in death
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A successive scene emanating from the protagomiassfollows and displays a moment
in his childhood during which the father has a &k’ with his now 7-year old son.

This skit commences with the youngster’s questiohis father, Where do babies come
from? and is used to trigger a discussion on this stibjeatter, prompted by an
invitation to audience members to comment on tlceracy of the information provided

in reply by the father.

“Class of 2007

The first scene ofClass of 200ommences with a provoking dialogue between a male
and female protagonist who play the roles of Mzabd Lebo, an adolescent couple who
has been sexually active. During the opening sdegt®’s incomplete statement of her
visit to the clinic to obtain test results sets skhene for the couple’s split up in the
ensuing conversation during which Lebo disclosas $he has contracted the HIV virus
— but that Mzobo has been her only sexual part@ensecutive scenes follow in which
the protagonists’ friends dispute his impulsiveisien to end the relationship and serve
to challenge overall responses to the news of gnaactance contracting HIV.
Throughout these scenes, Mzobo’s behaviour is igigtdd as that of an arrogant,
modern day nymphomaniac who has many sexual paramer believes that this is the
stamp of manhood. His lifestyle is in contrastitat of a friend, who lives according to
a different value system.

The final dramatic enactment is a historical sagisplaying the night when Lebo
contracted the virus, and highlights the difficutyperienced when there is a lack of
independent negotiation on levels of sexual intynathin a relationship. After a late
night party, the protagonist is persuaded by hgfrlemd Mzobo to visit his apartment in
a somewhat drunken state. She assents on thdioarttiat they do not have sex.
However, when they arrive at his apartment, stierted to choose between having sex
or leaving his apartment late at night. Due todbentry’s high crime rate, this is a

dangerous situation for any woman to face in pregay South AfricZ (this factor is

% Testament to this fact is that on the Southern &or®nline Travel Guides, tourists are warned aad
for walks through parks, dark parts of the innéiesiin the evenings (Southern Dom@inline Travel
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considered in the performance as influencing tlecehthat the young woman needs to
make). A facilitator interrupts the scene when Btzgays, When | saw you at the party
tonight, | wanted to kiss you from your head toryjioes, and uses this comment to
catalyse audience participation. Hereafter, qaestare posed to the young audience
members regarding possible courses of action fesraan who is placed in such a

situation with attendant extenuating factors.

After the initial scenes, the specifically tailordd interactive methods are introduced
and interspersed within the ensuing dramatic enarttsncommencing with question-
asking, and progressing with hot-seating and rédg—-p with the intention of initiating

proactive audience participation.

Schematic Diagram of the ITT Approach

In order to obtain a true assessment of Thembatkadelogy, the outcome needs to be
measured according to Themba'’s pre-establishedatolgs that are embedded in their
approach. For a comprehensible view of the ITT m@btogy the following schematic
representation has been constructed as a pre-die¢ekmodel that Themba subscribes to
(See Diagram B).

Guides, 2007). Furthermore statistics indicaté ybang people are especially prone to fall victom
crime late at night in South Africa (Schonteich &uw, n. d.).
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Diagram B
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According to my knowledge, The Interactive Thembaaltee(ITT) is the only theatre
company in the vicinity of Johannesburg that malsesof interactive methodsiring a
performance. Unlike most TIE programmes, which gmés play and use it as a catalyst
to facilitate discussions with their audienedt®r its presentation, dialogue with the
audience facilitates participatialuring these performances. This technique is an
integrated element of the presentation as a whald@ms an integral part of the ITT

methodology.

The ITT team comprises trained actor-educators operatith the ultimate goal of
educating their audiences about HIV/AIBS For the purpose of this study, they are
referred to in the following task-based roles whietuire a clear change for each task:
» Performers when referring to their role as actdasicers, or any other form of
theatre practice
» Facilitators when they function as conductors eflfiT presentation who guide
the performance events, and in so doing directigroanicate with the audience
» The Themba group when referring to the Themba empsogea team of actor-
educators introducing theatre as a means for edgdieir audiences on the
subject of HIV/AIDS

In relation to the various roles of the actor-edarsy the audiences were composed of
school-going learners between the ages of 10-15 yaad due to their profile, will be

referred to as audience members, adolescents amafs for the purpose of this study.

The profile of Themba outlined in Chapter Four pregicd comprehensive overview of
the theatre group that was selected for investgatf theatre’s transformative capacity —
specifically when applied for learning regardingravalent social issue. In order to
provide a contextualised understanding of the ITdcess, descriptive observations have

been made which also set the stage for analysbgioimode of work.

% Cross Reference Chapter 4.2.4
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Chapters Five, Six and Seven are building bloclsitipmed in succession to provide the
context for assessment of the interactive methtiisad by ITT. These building blocks
are respectively: Descriptive observations, anyamabf the interactive methods and
recommendations comprising suggestions and partsrisider. Chapter Five will now
commence with the initial building block, namelysdgptive observations of the ITT

performances.
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CHAPTER 5

Observing the ITT Performances

Chapter Five consists of detailed observations@fTT productions as well as
information gained from primary research. The ddlserving has been driven by its
denotative elements which are contained withidé&snition: To observe is the action of
intently watching someone or something and is symwus with considering,
contemplating, perceiving, viewing, noticing, wisseng (Soanes, 2001:611). In this
manner, the following section provides descriptbservations of audience responses to
ITT’s mode of work, and equates to observationsxopsrformances at three schobtls

It is divided into sub-focus areas pertaining te fineparation and presentation of the
show, as well as several post-performance obsenstcomprising the performers, an
audience, and the presentation of the performasceiell as pre and post-dynamics. All
of these areas are discussed in relation to tméfisi@nt aspects of assessment criteria as
outlined in Chapter Two. What must be noted is thiatdiscussion is observation
driven, and is not analytical in intent as the alleanalysis of this work will be the focus

of Chapter Six.

The ITT performances form part of a proc&sather than existing as a single event, and
characteristically constitute several dynamics.opposed to having a fixed start or
ending, the performance episode is effectivelyrsatotion before the actual staging of a

production, and carries on long after the provémiatain is dropped.

37 Cross Reference Chapter 4
3 Process: A series of actions taken towards aatgeaiparticular end; a natural series of changefo(®
Dictionary, 2001:705).
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Pre-Performance Dynamics

The pre-performance dynamics are a synopsis of #yeimwhich the audience is
engaged before the production and the factors sndiog the preparation of the theatre

group, and do not focus on the actual productieesifit

The following annotations of the pre-performanceatyits have been made with the
author in the role of an observer, and constitafeats of the production leading up to
the actual performance, of which several key faastsliscussed under the following
headings:

1. Audience-Performance Engagement

a) Exposure prior to the performance date

Research gathered from enquiries indicated thamblascommunicated with the three
schools via email, telephonically and/or througaesimile. The first interaction ITT
had with the school audiences prior to the dayefgerformance was predominantly
undertaken by a teacher who informed the learnfefe@mba’s upcoming visit. This

was the only observable form of pre-performanceketarg confirmed by Themba.

b) The first encounter preceding the performance

The first interaction with audience members on tae af the performance took place as
learners entered the performance venues — two kbhtt® and a classroom
respectivel§’. The learners were promptly directed to seatsvoyar three actor-
educators on each occasion. The encounters weskedmd impersonal, with actor-
educators focusing their efforts on seating thenkx@ in an orderly fashion and as

quickly as possible.

39 Cross Reference chapter 4
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c) Research of the target audience

In response to the question of whether audien@arel takes place prior to
performances, both Themba’'s managing director Eb&dson and Bongani Sihlangu,
Themba’s Rehearsal and Development Practitionemptly answered “no!” (Interview
with Eric Richardson and Bongani Sihlangu). Rickardexplained that when the
Themba HIV Organization was founded, donors requiexformances to be held in the
region of Soweto. At that time, Themba'’s approaemtained that if an organization
was working in a particular community, it neededeoruit from that community. The
core group of performers accordingly came fromMicaity of Soweto, which enabled
locally sourced performers to understand the natgtiage of their audiences (Interview
with Eric Richardson). Although Themba'’s performanegpanded to other regions,
audience research prior to a performance hasaitipe, not formed part of the

prerequisites of an ITT performance.

d) Space set-up

The setting up of the performance venue includedimyachairs in rows and making sure
that there were enough seats for the awaiting nuofeudience members, as arranged
beforehand with each teacher. The chairs wereetidiokiwo separate quadrants with
several rows placed parallel in each quadrantaeihg the front. With the exception of
the second run of the show at Arthur Matthews Pnynsthool, which was presented on
the stage in the school hall, all performances fgake on the floor and at eye-level with

audience members.

The performance area was demarcated by a row afsceti out for the actors and placed
at the back of the allocated performance spacéatig the audience. The costumes of
the characters, which comprised mainly shirts, vptsieed over the back of the chairs.
Additional props put into position included a Jendbem. All of these preparatory
activities were undertaken by Themba actor-educéieicre the learners entered the

performance venues.
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2. Theatre Group

a) Performance Schedule

As described in Chapter Four, the majority of perfers travel from outlying
township&® and thus travel great distances daily to Thembersgral office. Performers
need to arrive at Themba'’s offices in Braamfontelrerg they commence duties at
08h30, with the exception of earlier scheduledqrentinces when they are required to
meet at 07h30. Among these performers is actaréraongani Sihlangu who travels
90 minutes from his hometown Tembisa, and anothengdemale performer who
travels up to 120 minutes each morning from hadeege (In Conversation with
Themba Actor-Educators). Apart from this, daily etiwng distances are increased
where performance venues are located in far-fluegsa Whilst | travelled with the team

on certain occasions, relaxed group communicatoh place.

From information gathered by the Themba group amah fivitnessing performances,
travelling time and distances together with ovdealkls of fatigue were primary aspects

affecting performances.

b) Training for actor-educators

In conversation with the founder, Kim Hope, it v&iated that Stanislavski’'s method of
acting is employed in the training of actor-educaio order to attain ‘naturalistic acting’
with the aim of better enabling audiences to idgntith ITT’s ‘realistic characters’

(Interview with Kim Hope).

c) Preparation prior to a performance

The Themba group performed primarily without undartgkvarm-up sessions in all of
the performances observed, with the exceptionsbicat focus-exercise at Bovet Primary
just before the start of the second performandas Was undertaken while audience
members were seated and in full view of the learaethe back of the classroom.
During the initial moments of this performance,iacrease in overall energy levels was

noted.

0 Cross Reference Chapter Four
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In addition to ushering learners into the perforoeamenue, actor-educators were
responsible for setting up and preparing the perémrce venue and performance space at
the start of each presentation. This included ptachairs in rows and counting them to

correspond to the expected number of learnerstrengositioning of props.

Subsequent to the pre-performance dynamics, olismrsaf the ITT performances
follow in the next section, with these being obs¢inns of theactual performances at the

respective schools.

Observations of the Performances

The ITT productions as an entirety formed part of apart process: The first segment
combined ITT produced plays and interactive proceassdscontained short enacted
scenarios performed alongside ITT interactive methothe latter being interspersed in

between the dramatic scenes.

The second segment of the ITT process took on a mfmemative direction where
actor-educators provided information through visaid§'. Proactive participation from
audience members gained a collective dynamic, wieareers were required to interact

with the performance by listening and participatasga group.

The following section consists of observations wraok provided to describe the
characteristic structure of the ITT performances widmprehensive details recorded to
provide a pictorial framework and enable optimumteatual understanding. For this
purpose, observations are discussed chronologitatlyeate a logical flow for analyses
and recommendations in the subsequent chapterghé-purpose of clarity, the two
performancesHeartbreaket and “Class of 2007are referred to as “dramatic
enactments”, while addressing interactive performetience methods in the

performances as “interactive methods”.

1 Cross Reference Chapter 4
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1. The Performance Event
Herewith follows observations of the first parttbé ITT process and audience-

performance engagement:

a) Primary audience-encounters

The actor-educators were dressed in bright greets stith the caption,Peer-

Educator$, and black pants with matching black shoes. Assalt they were easily
distinguishable. As previously mentioned, the ande had their first encounter with the
actor-educators whilst being directed where tasithey entered the performance venues
at their local schools. Themba'’s first interactwith the learners was entirely functional
and constituted actor-educators out of role, he.actor-educators were initially
encountered as ushers and not as actors. Theieticounter of Thembduring the

performance was however, introduced through a mibeatry with song and dance.

Each performance at the elected schools officialpmenced with one of the actor-
educators playing on a Jembe-drum in the desigrmedgdrmance space, in full view of
the audience members. The remaining actor-educatyesthen introduced in quick
succession as they made their way from the batkeofenue — running to the front as
their names were called out. When introduced raeedocators greeted the audience non-
verbally with friendly faces and contemporary danma®/ements. This introduction
induced a spontaneous reaction of learners clagorg to the beat and laughing in

delight at the amusing dance movements performetdgctor-educators.

Following this opening, one of two facilitators where consecutively placed at the two
opposite sides of the performance area officialtyoduced the group as the Interactive
Themba Theatre — stating who they were and the permioheir visit. The theatre group
was then collectively introduced as actor-educatdisereafter, learners were advised to
pay close attention to the remaining events optiegluction in order to become

personally involved at a later stage in the perémoe.
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The routine introduction with song and dance waefatd by a moment of silence in
which a candle was lit in remembrance of those tdne died because of HIV/AIDS.
All members of the audience cooperated and thesewi@e-spread silence.

After a few moments of contemplation, the co-faatbr was introduced and learners
were invited to sing along or clap to the introaugtsongs of each performance.
Learners at all three schools were unhesitantgjpared to the invitation and several
began to sing with, indicating that the selectegimwas familiar to them. The high
noise levels were only superseded by learnerstatAMatthews Primary who added to
the singing by stamping their feet while clappitgng to the beat of the music.

This format of events served as the initiating strrecfor every production, after which
audience members were then introduced to the deasaaf the first dramatic

enactments.

b) Audience Engagement during the Performances

As stated before Heartbreaket and “Class of 2007were respectively presented to
learners ranging from 10 to 15 years of age, asdedively falling in the categories of
grade 6 — grade 9. Themba performe@artbreaket for grade 6 and 7 learners at
Bovet Primary (in a classroom) and Arthur Matthéwsnary (in the school hall), and
“Class of 2007to grade 8 and 9 learners at Masibambane Colieg&e local school
hall). Observations were thus undertaken of six p€fformances in total. The
following are observations of the how the audienmesponded to the two ITT dramatic

enactments, namely{eartbreaket and “Class of 2007*.

Audience Responses toHeartbreakef

The first enactment oftfeartbreaket was introduced with the sonnéna jwalé*:.
Learners sang and/or clapped along with greatdzestg all four performances.
Throughout the majority of the dramatic scenes,enh members had their eyes fixed

“2 Cross Reference Chapter 4 for story-outlines
3 Translated as “Right now, on the chest of my shest”
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on the performance area, and displayed multipletiess to the unfolding story-line,

constituting non-verbal body language and verbspoases.

Learners responded with different non-verbal coaté¢ unfolding story. Smiles broke
out on faces when Tumel8*girlfriend brought him flowers during his stayhospital.

A number of learners leaned forward to hear andlse=é&ther’s reaction to the news of
his son being HIV-positive, with several watchihgit conversation with wide eyes and
open mouths. At certain instances, learners husteadpeers who broke out into
laughter. During the second performance at ArMatthews, some learners looked
elsewhere than at the performance area when extendments of silence ensued

between characters’ dialogues.

The performances were presented at eye-level wétlatldiences (with the exception of
the final performance at Arthur Matthews which wassented on the stage). For the
greater part of the dramatic enactments, learrneéBs\zet Primary were stretching and
leaning forward and to the sides to see and hEais response was also prompted by
inaudible articulation from the performers at ceriastances. Learners started to fidget
soon after the first dramatic enactment. This vepeeially evident amongst the male
learners. Other learners were at times staring@btlite classroom window during these

performances at Bovet.

The grade 6 learners at Arthur Matthews stood iemora see and hear through the
majority of the dramatic enactments. When one ferearner was pulled down to her
seat by a peer she exclaimed: “I can’t see!” Sl some audience members left their
seats and stood closer to the performance spaadaps due to this experience, the
Themba team moved the performance to the staghd@econd showing at Arthur
Matthews. Although visibility was improved an irased problem with audibility
prohibited one’s ability to follow the story-ling all times, and as a member of the
audience, | also experienced this challenge. Taeej7 learners faced the performance

at all times and watched the stage with fixed &tben Some female learners were sitting

4 Main Protagonist inHeartbreaket
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with crossed arms while a number of male learnereweaning backward into their
chairs with hands loosely placed on their laps;asually holding the back of their
chairé®. Others sat forward with their hands cuppingrtfeses and one female learner
was sitting with her leg pulled up to her side antb the chair. Another male learner
had his fingers resting on his face while watchimgdramatic enactments intently with

an open mouth.

Audience responses toClass of 2007

“Phela Amandlaby Malaika commenced the first enactment 6fdss of 2007 This
song caused immediate reaction from learners &t fpeformances who began to sing
along without reserve. During the first scene éh&as complete silence for the most
part, with the exception of some male learners whre seated at the back of the
performance venue and who began speaking amoregeséives. Learners in the front
rows watched the dramatic enactments with theis éixed on the performance space,
and audience members seated further away fromrahg ind who were too short to
look over their classmates’ heads, were leaningsémetiching to the sides to get a better
view of the performance. Learners seated at thk tmavs especially, began to lean
forward to see the performers and it was not long the performance when several male
learners began to fidget and speak amongst theassel/ith the exception of one grade
7 male learner who stood up to see, learners readaeated during both the

performances.

Inaudible articulation from performers at times madidience members strain their ears
to hear, and this was further hindered by showi® foutside the school hall. One
distinctively short male learner sitting right hetback could barely see atop the heads of
his classmates, and it was not long into the perémice when he began to speak to his

neighbours.

The humorous conversation that followed in the ssgige scene between the protagonist

and his friend, due to a misunderstanding, aroleagghter from several learners. Facial

> Refer to Appendix H.

80



expressions with wide eyes and gaping mouths wetledr observed from a majority of
learners who were quietly sitting to the sidesheditt chairs, watching with stretched
necks, or looking straight ahead at the evolvinggomance. A loud applause emanated
as the performers bowed at the end of the firgsndtec enactment, and this was the

customary reaction after all six performances.

After these initial dramatic enactments, the penfance space was no longer the sole
centre of attention. The presentation format fbpafformances proceeded with
audience participation becoming more interactivaumience members were presented
with opportunities to become personally involvedhathe inclusion of the ITT
interactive method&. The following are observations of how learnespomded to the
ITT interactive methodduring the performances.

c) Audience Participation during ITT Interactive Methds

ITT interactive methods were employed within scenesifeach dramatic enactment,
and essentially followed a similar format of questasking, hot-seating, more question-
asking and role-play. As mentioned before, theseewnterspersed within short scenes

of the plays.

The first formal interactive method was introducedight after the first dramatic
enactments in each of the consecutive ITT presengtvith the facilitator’s
announcement,Now it's time for you to get involvedThis direct address to the
audience was followed by one or two content-basss$tipns such as:What was the
play about? and “What was the last thing [the character] saidRIthough the response
from learners was not typically restrained, moegners raised their hands when
facilitators informed the audience that answerddabe given in any vernacular.
Facilitators also introduced the routine procedifriearners being required to raise their
hands and state their name before giving an anstveor-educators consistently

repeated the names and answers or questions aiugaiignce members who participated.

“® Cross Reference Chapter 4
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Audience Participation in “Heartbreaker

Proactive audience participation was elicited atterfirst scene ofHeartbreaket
through the posing of questions to learners reggrthie difference between HIV and
AIDS, the means of contracting the virus and goestregarding condom usage.
Although not a universal response, a large numblraoners unhesitatingly raised their
hands to answer these questions. Hot-seatingifetladuring which audience members
were invited to ask the two main characters questidMost learners readily participated
in this activity.

Another dramatic scene followed these preliminatgractive events, and displayed a
time in the protagonist’s past when he was 7 yelarsand enquiring from his father
where babies came from. The father’s hesitant respand incomplete answers evoked
audible gasps and giggles from the audience mem¢ra certain point in their
dialogue, the facilitator loudly stated “FreezehdNrelax”, after which the two
performers turned their attention from each otmer tawards the facilitator and

audience, and remained seated in their chairs.

Facilitators proceeded to ask the leading performbiist still enrolled in their

respective characters, if he thought his fatherdiaein him a sufficient answer to his
guestion. When the same question was directdtetaudience members they
unanimously shouted “No!” A series of questiongevidaen posed to audience members
on what they thought ‘a good father might say’. aihlearners at Arthur Matthews
promptly shared their opinion and response togbestion, learners from Bovet were
initially more hesitant to answer but in time papated with more ease.

The question-asking events were followed by rolerplaring which audience members
who participated in the preceding question-askiwenéwere invited to step onto the
stage or into the performance area, and act oistdhswers. Learners engaged in the

role-play event with differing levels of involvemen
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At Arthur Matthews, the first learner to participavas a grade 6 female who was asked
to relay her answer on the subject of conceptiomlied as the mother of Tumelo. On
joining the actor-educators at the front, the fethehirt was placed onto her shoulders,
and she was directed to sit in his chair. Aftégwa moments of silence a facilitator
prompted her to present her answer, yet she sablnitised in the character’s seat,
staring into the audience and without looking &t Tthemba actor enrolled as Tumelo.
Nevertheless, she left the performance area witnaouraging applause from the
facilitators. A second female learner was invitegarticipate in the same role and

assertively relayed her answer to the actor sesdrtto her.

A male learner from the second performance at Bawet enrolled as the father of
Tumelo was quickly and easily responsive and gaviefarmative answer with no
perceivable self-consciousness, whilst his peénarfirst performance evidently found it
more challenging to find the right words which tedfacilitator’'s endeavouring to

prompt the unresponsive learner.

More question-asking followed with the provisionasfswer-driven information about
sexual behaviour, after which another dramatic seess presented. This enactment
centred on the main character having to relay #vesrof an HIV-positive diagnosis to
his girlfriend. When the scene was paused in thiese of the characters’ conversation,
audience members were asked for their input int the protagonist could share his
newly discovered status with his girlfriend, asvesl how they, as audience members,
would respond to the news that someone they knew WB/ positive. This provided
another opportunity for role-play during which lears at all schools participated

favourably and seemed more at ease to do so.

Additional questions posed to audience memberadilitators between the ensuing
dramatic enactments included the followints 16 years too young to be having sex?
“What age is ok to have séx?At what age should parents talk to their childrdroat
sex? There was immediate response from the young agdienembers to these

guestions with more hands raised than the amourtgofired responses.
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During the time of question-asking, there were sam&ances when learners called out
answers before their designated cues. The overalidating responses indicated the
most proactive participation and learners wouldifady shout, “Me! Me!” when the
invitation was made to the audience to questiomathears. The role-play events
generally proceeded question-asking. Overallpke@rat Arthur Matthews participated
more quickly than learners at Bovet Primary. Rasps to all these interactive methods
were restricted to two or three candidates, andygyarticipant was allowed to

demonstrate his/her answer once.

Audience Participation in “Class of 2007

After the initial dramatic enactment, the subsedumeractive methods were, as with
“Heartbreaket, introduced with the facilitator's comment thatwas now time for the
audience members to become involved. Questiom@skice again led the succession
of performer-audience interactions with the questi¥Vhat was the play abouit?This
was followed by hot-seating — with facilitators pasquestions to the characters as an
exampled format — and steering the discussionsr@léwant content-based feedback.
This method once again elicited favourable inputftbe young audience members at

both performances in Orange Farm.

After these interactions, facilitators addresseddharacters of the play, portraying a
couple, about their use of condoms. The mentighefvord ‘condom’ resulted in
giggles from several learners. This hot-seatingnewas used as a basis for question-
asking, followed by questions posed to the audiemembers by facilitators about
condom usage. Questions regarding the differeatieden HIV and AIDS then
followed. More female learners answered thesetouess In the second performance,
several male learners seated in the back rows speraking and laughing amongst

themselves.
An informative session on sexual behaviour — maiotyised on the use of condoms —

followed with the assistance of visual aids. Dgpits of condoms on A3 posters were

shown to learners together with the factual infdrorapresented. Hereafter, facilitators
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addressed two of the main characters in a suceestuestions, once again setting the
stage for hot-seating during which learners wevéed to interview the characters.
Learners at Masibambane quickly partook in thisrattive method and unhesitatingly
asked the characters questions — which mostlyegiatn their motives for choices and

actions taken.

The consecutive dramatic enactment was a scenayisglthe protagonist disclosing
her HIV-positive status to a friend. The facilitasoorder to ‘Freeze! And relax’ marked
the next interactive session. Learners were agkedagine that there was a bubble
between the two Themba characters which prohibiteohtto hear each other. The
dramatic enactment served as a catalyst for theesufent informative discussions.
Audience members were informed about the transamssi HIV/AIDS and asked how
they would respond to the news of a friend beirsgdosed with HIV/AIDS. Answers
from learners were loudly repeated by facilitatorthe entire audience. Selected
participants in the question-asking event were thered to enact their answers in a
role-play session. Participants were applaudetiegsentered the performance area and

encouraged with verbal cheers from their peers.

The next dramatic enactment was a scene from thespawing the night that the
protagonist, Lebo, contracted the virus from herfbend, Mzobo. The scene
commenced at Mzobo’s apartment after they had tetthined from a party. After he
had helped Lebo to a seat due to her (enactedkeinustate, Mzobo sat next to her and
began to seduce her. A facilitator paused theesasrhe was drawing closer to her and
straight after his line,When | saw you at the party tonightyanted to kiss you from
your head to your toés Straight after this interjection, the facilites addressed the
audience with the questioriWhat would you do if you were in this situation auad
ready to have seX?A number of learners responded and were theadgk role-play
their answers in the performance space. Facitgaisked learners to show how they
would either “say no to”, or “negotiate” to havifgpfe sex”. Throughout the ITT

process, Themba’s inferred answer to the questitésatd sex’ was the use of a condom.
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During the first performance, a young grade 6 feni@hrner was elected to role-play her
answer. Sitting next to the Themba actor who plakedole of the boyfriend, Mzobo,
the young female learner only expressed the wots,still too young, I'm still too
young! while trying to move away from the boyfriend-actd&She did not look at the
Themba actor but squirmed in her seat, and didayoasything else for the remainder of

her time in the performance area.

Learners from the second performance who respotodnd question-asking event were
mostly females. When they were invited to roleyglzeir answers, no learners
volunteered to enrol as the girlfriend, and faaibrs had to extend the invitation several

times before any learners participated.

A consecutive series of interactive methods compaiad the theme®hce is all it
take$ along with the importance of going for an HIV/Afblood test. These were
introduced through questions posed to audience reenum what they thought Mzobo
needed to do to change his behaviour, followeddiyskating in which Mzobo was
interviewed by the audience members about his betniavLearners were slow to
respond during the question-asking, yet more resdgono the hot-seating event, where
answers centred on going for an HIV test and adgdo sexual relations with one

partner at a time.

During this hot-seating intervention, Mzobo wasegi\a “truth-stick*’ and after
guestions were asked concerning his potentiallgeeous form of chosen sexual
behaviour, it was brought to light that the sowtais choices resulted from a
conversation he had with older males as a youngTiuig conversation led him to
believe that a real man is one who is sexuallywaatiith a number of females. The
scene ended with the actor playing the role of Mgz aoking off his shirt, placing it on
the chair where he was seated, and informing theacker Mzobo (hypothetically still

7 A truth-stick is used when a characters is obligetll the absolute truth and can no longer thieleind
denial or image.
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sitting on the chair), tharéal men don’t do thatand advising him to wait until he was

older before becoming sexually active.

The overall response to the question-asking intéiwes involved learners raising their
hands — at times responding eagerly, at timesdmhitand at certain instances not at all.
Learners were especially reticent during the qaastWwho of you think using a condom
is cool, or not cool?, and only a few raised their hands to answehi®. t Contrastingly,
responses to the hot-seating events prompted aipabty high level of audience
participation, but learners were more hesitantaxtigipate in role-play. Facilitators
allowed two to three responses within the intevacthethods, except during role-play

sessions where one, or at the most two, particsgangsented their answers.

Apart from the ITT methods of question-asking, hatsey, role-play and dramatic
enactments, the ITT process also includes intemetents in which audience members
are invited to participate collectively during thecess. The following elements below
are observations of these activities.

Collective Interactive Methods

At some stage during the ITT performances, the Themb@-educators stood in two
rows facing each other, respectively repeatingtitases 'm HIV-positiveé’ and “I still
care for you. Actor-educators then turned to the audience whee asked to quietly
stand to their feet and repeat the exercise. Ttog-aducators began by sayingr
HIV-positivé upon which the audience members collectively aared 1 still care for
you’, and visa versa. This activity was incorporatedoth performances while
soliciting audience involvement with the questiased of how they would respond to
the news of a friend being HIV positive, and dihgébllowed a short information session
on how HIV/AIDS is contracted.
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The majority of learners at all three schools rgagdrticipated in this intervention,
except for a few in the first performance at Bavdatmary who did not stand up. The
facilitator’s statementlt is now the end of the play but by no means titeoé the
processintroduced the second stage of the ITT processhisnregard, herewith follow

observations of the second part of the ITT process:

In this latter section of the process, cameo-sé&mere presented at Masibambane and
Bovet Primary but not at Arthur Matthews due to liheted time available. Learners sat
in their seats for the most part and watched tkespres, yet at some instances also

moved about in their seats and looked around thaese

The informative colour-coded postétsiere shown to learners by actor-educators, and
this episode found learners responding in diffeveanys. Providing supplementary
answers for the projected words were resolvedftgrotig paces and with various
selections of words during the different performesicWhile the greater percentage of
learners watched the actor-educators and respdodbkd questions, many learners
started to fidget and look around, with a selett@dhurriedly yawning. The differing
responses are perhaps best encapsulated in thiemsaaf the following two male
learners: the first learner leisurely applied emeall from his lip-ice bar, and offered the
bar to his friend. His peer, who at that stage asing forward and watching the actor-
educators, declined with a quick gesture, and mistaeturned his focus to the

performance.

Before the end of production as a whole, audienembers were asked to bow their
heads and/or close their eyes and answer the fiolipguestion introspectivelyWhat is
one thing | can do when | leave this place todakelep myself safe and healZhyln
general, learners quickly bowed their heads anetvas no speaking or fidgeting during
this interactive event. This question was repeatgte and learners were given ample

time to meditate on this challenge.

“8 Cross Reference Chapter 4
9 Cross Reference Chapter 4
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The ITT productions were concluded with the solg ‘my Lifé’. At Bovet and
Masibambane, the words of the song were displayealltig white banner with the lyrics
easily visible right to the back of the venues. sTitenner was not used at Arthur
Matthews; instead learners were each given a cbtherinted song lyrics of this
theme song, which also included basic informatioiH®v/AIDS as they left the hall.

Actor-educators initiated participation in the s@sgthey began to sing the lyrics and
were then joined by audience members after a fe®slinto the song. Most learners
spontaneously clapped along, however not all learparticipated in the singing during
all of the performances, with the majority singlmging female learners. During this
concluding activity, it was observed that some nhedeners were laughing and speaking
to one another.

At Arthur Matthews, where the words of the songeveot visible during the
presentation of the performance, learners simglgpd along and generally joined in
the singing when the chorus was repeated severasti The interactive song marked the

end of the production as a whole.

d) The Performance Space Dynamics

Posing questions to the audience was one of thteriileractive methods to prompt
engagement. A negative aspect of this method, henvarose with question-asking
during the second run at Arthur Matthews when #régomance was presented on the
stage. While the peer-educators were facilitatiogy the stage, learners who answered
were not easily heard. Whilst stage-facilitatioraleled a better view of the performance
for the learners, the distance from where the Thetedoa could engage with the
audience increased, and as a result facilitaterg'mently needed to ask learners to repeat

their answers.

Although audience attention was gained from thiainintroductions and regained

during several points in the performances, the lpralof visibility and audibility during
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the entirety of the performances — presented atesysd with the young audience
members — minimized the levels of perceivable anmieengagement. This factor in
combination with the length of the whole performewspisode, which had no interval,

resulted in notably erratic levels of concentration

The only time the stage was used during my obsemnatf performances, occurred
during the second run at Arthur Matthews Primarlgddt in Florida. The stage at
Masibambane College in Orange Farm was stackedMatimba instruments and the

classroom in Bovet Primary School, located withiex&andra, had no form of a stage.

2. Theatre Group

Questions and answers solicited from the audiereralmers were always repeated in
conjunction with the participant’s name, which faators requested with any form of
interactive method, as per exampléohnsays he thinks Mzobo should go for an HIV

test”.

During all the interactive events, facilitators wetttentive to interact with audience
members from both sides of the venue. This was rpasg&ible with a facilitator situated
at each side of the performance area. Facilitabastly held eye contact with
participating audience members during their respeasid throughout the overall

production.

Facilitators worked systematically through the ITroqess and attempted to regulate the
environment and encourage discipline through a raisithg routine. During this
intervention, audience members were requesteddp gent when one of the facilitators
raised a hand in the air. This however, did notensilence consistently, particularly
when learners were collectively engaging in distunssbetween the performances. At
times this necessitated a vocal request, in additidhe lifted hand of the facilitator in

order to ensure that audience members ceasedutierrs.
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From the first performance observed at Masibambaih@y energy level from the
performers and facilitators was often evident, fieatly at the start of the performances.
This was a recurring observation which culminatethatend of the last performance at
Arthur Matthews when a facilitator expressed theapl 1'm tired” after stepping off the
stage. This factor was emphasized when actor-eahgcand facilitators sat on chairs
placed on the sides of the hall during the secandat Arthur Matthews to rest, visibly
tired, in view of several young audience members whre watching them. Their focus
was recaptured by the performance of the dramatctenents that followed. While
preparing for the performances, Themba actors aksgged their chairs into the

performance area and seated these and other pitbpgsibly low energy levels.

Adding to the perception of fatigue, during thefpenance actor-educators frequently
sat in their chairs placed in the performance axgth, expressionless faces showing
decreased interest in the production activitieeweler, when presenting their
performances or while interacting with the audiextlee faces of the actor-educators

were visibly friendly and approachable and learmézarly felt at ease to participate.

Observations of the ITT performance events wereviahth by observations of the
Themba group and any form of interaction with thdiemce members. These concluded

the observations of the post-performance dynamics.

Post-Performance Dynamics

Observations of selected post-performance dynawiltsow follow with a specific
focus on forms of engagement of the theatre gratiptive audiences after the ITT

production, as well as post-performance debriedifipe actor-educators.
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1. Audience-Performance Engagement

Post-performance interaction included an invitatmaudience members to speak to
actor-educators about the performance, or to gathdr information about HIV/AIDS.
Themba terms this activity ‘small group discussiafter their shows (Hope et al,

2007:9). A few learners stayed behind to speaatactor-educator after each respective
performance. Apart from this interaction, ThemlRé&hearsal and Development
Practitioner, who is also responsible for trainiffigemba actor-educators, states that there
is presently no follow-up work undertaken with schaudiences (Interview with

Bongani Sihlangu).

The song introduced at the close of the performap@aspted immediate singing from
the majority of audiences, and learners could laecsinging the words olt’s my

Life!” while leaving the venues after performances atréspective schools. The
pamphlets containing the words of the theme sodgoasic information about
HIV/AIDS, which were distributed at Arthur Mattheywsere the only other form of post-

performance engagement.

During every performance, an actor-educator wasoresible for completing a Themba
Monitoring/Statistics form. These forms help totcap records which enable the
documenting of interactive participation from learsin each performance. The form
functions as a means by which Themba endeavoussesathe achievement of their
performance goal of influencing behavioural changealuation forms were also

distributed to the teacher(s) involved and a feavriers after each performance.

2. Theatre Group

The Themba actor-educators are required to partecipad debriefing session after each
performance on return to their offices in Braamémt As a result, this primarily occurs
in the late afternoon. The event comprises a fegddbassion during which actor-
educators sit in a circle and take turns in praxgdanswers to the following questions:
“What is one thing that | did wefland “What is one thing that | can do differently?

The actor-educators are also given the opportuaipreésent feedback to each other with
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these questions forming the basis for their reconttatons. Comments are, however,

restricted to two answers per actor-educator.

The same exercise is repeated after every perfoenand from an external viewpoint it
appeared that actor-educators engaged in thidtgctiith noticeably low energy levels.
Answers to questions were visibly forced and faeigressions lacked vitality or
interest. In conversation with several actor-etlusaregarding the process, it became
apparent that they found the debriefing tediousiarizeneficial. During my visit at
Themba, these predetermined debriefing sessionsthe@nly form of post-
performance engagement undertaken with the grosgnelole, with no exercises for de-

rolling of characters.

The purpose of Chapter Five was to provide a congm&fie overview of the ITT
performance process. From these observations @h&pt will focus on analyses of the
engagement levels of learners during the ITT proc&tss will be done alongside the
proposed framework for assessment outlined in @ndptree, with specific focus on the
engagement levels of audience members during teegs, as well as pre and post

asserters of the ITT process.

The ITT methodology claims to facilitate learning tingb active involvement in a two-
way communication channel between performer andeaad. It is stated that ITT
interactive methods seek to facilitate channeldiabgue regarding HIV/AIDZ® with
the overall goal of bringing about a change in yppaople’s attitudes and behaviour
concerning this life threatening virus. Analyséshe descriptive observations in
Chapter Five regarding the interactive methodssaweral pre and post performance

events, will be provided in Chapter Six, and wiktefore follow now.

0 Refer to Appendix G
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CHAPTER 6

Analysis of Observations

Observations of the ITT performances from Chaptee Rl now be analysed. The
Oxford Dictionary states that amalysemeans to ‘examine (something) in detail so as to
explain it or to find out its structure or compasit (Soanes, 2001:28). The function of
the word ‘analyse” is clarified further in its syngns: to break down, dissect, evaluate,

examine, interpret, investigate, take apart, astl({e28).

Chapter Six comprises analyses of contextual fadtat influence the application of the
interactive methods, as well as qualitatihevaluation of these interactive methods. For
the scope of this study | have chosen to focusetetted key elements of the pre and

post-performance dynamics as observed in Chapter félllowed by analyses of the ITT

interactive methods.

Pre-performance Dynamics

Each of the pre-performance dynamics described aptén Five play a contributing role
in establishing the expectations of audience mesiegyarding the performance and how
it is received, including the promotion of the puetion, and the proxemitsof the

performance space.

1. Audience-Performance Engagement

a) Pre-performance Expectation Management

The life-orientation teacher usually announces fiedming visits from Themba and
resultantly assumes the role of a promoter whothices Themba to respective learners,

possibly for the first time. Morgan and Saxton94997) contest that ‘[learners] are

*1 Cross Reference Chapter 1
%2 proxemicsSociology Psychology The study of the spatial requirements of humanasamimals and the
effects of population density on behavior, commatian, and social interaction
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great sign readers’. The teacher’'s mode of addiredading tone of voice, choice of
words, body language and overall mood while brosiitog the upcoming event function
as significant signs read by learners and influsniceir level of anticipation of what to
expect from the upcoming theatre event. | basetémet on the Social Learning Theory
of Albert Bandurd® who includes expectatioms an integral part of the social learning

process:

As a result of being reinforced, people form exagohs about the
consequences that future behaviours are likelyitgbThey
expect certain behaviours to bring reinforcements@hers to
bring punishment. The learner needs to be aware\rewef the
response reinforcements and response punishmanfoRement
increases a response only when the learner is af/¢nat
connection. (Ormrod, 1999)

The ability that teachers have to influence tharggtif expectations can be seen in the
following example: When a group of learners is tibldt ‘what theywill study nexis not
on the test, learners will not pay attention beeatsy do not expect to know the
information for a test’ (Ormrod, 1999However, when learners are informed that they
need to invest dedicated efforts to study for avdgch can be expected to be difficult, it
‘exerts credibility and authenticity in the classn@ where the learner is not unfocused
but attentive to the information presented (In Gasation with Charlotte Steenekarp

Community Development Practitioner).

The expectations created prior to a performancetexedently influence the

assimilation of content and the assimilation of meg, and function as a ‘reinforcing
factor in social learning’ (Ormrod, 1999). The peformance expectations established
by a theatre group such as Themba will potentiafrst inlearning, and are thus critical
to the learning process as a whole. These expausatire set by the type and tone of
exposure prior to the performance date.

%3 Social learning theory focuses on the learning deaurs within a social context. It considers thabple
learn from one another, including such conceptsbagrvational learning, imitation, and modeling.
Amongst others, Albert Bandura is considered thdileg proponent of this theory (Ormrod, 1999)
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According to Themba, the announcement made by #uobée is the only influential
attribute in the marketing of their ITT productionBhis highlights the importance of the
voice and intonation of the teacher in initiatinglanaintaining any form of learner
engagement (Boal, 2006:85). A teacher’s intondttan change the meaning of what
they are saying’ for it is ‘novhatwords you say butowyou say them which has the

most significant personal impact’ (p.85). Boalifies this:

Words are a means of transport, like busses anddorin the
same way [...] words transport our ideas, desireseamations.
With the same word we can say exactly the oppo$iwehat the
dictionary states — in writing the phrase, by meafrsyntax, and in
speaking the phrase, by means of the language ofdice — i.e.
the timbre, the tone, the volume, the pauses, (&oal, 2006:14)

Resultantly, the quality of the teacher’'s promotould either positively or negatively
influence the expectations with which learners isec&@hemba and the performance —

impacting the resultant levels of audience-perforoesengagement.

The manner by which teachers introduced ITT to théemee members was unknown to
me at each of the three schools. In conversatitnlearners at Arthur Matthews
Primary School after the performance they discldbatithey were initially not overly
excited to see the theatre production as they ¢éggéa boring show for babies’ (In
Conversation with learners at Arthur Matthews Priyrtachool). However, post-viewing
feedback indicated their expectations were surpa$8¥ben asked whether they would

watch the performance again, they answered widsaunding ‘Yes!
Attention to pre-performance expectation managerfzents part of the encounter

between the theatre group and its audience prittret@erformance on the day of the

presentation, and can be favourably regulated stititegic marketing efforts.
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b) Proxemics
The following elements will now be discussed whicfiuenced the audiences’
interactions with the performances and demonstiad@dspace impacts the engagement,

learning and communication of audience members thittheatre event.

Themba chose to position themselves in relatiohéaatudience by setting up the
performance space in front of parallel-placed sedish all faced to the front of the
classroom or hall. This resulted in an eye-levefgzenance for the young audience
members, and was problematic in that it prohibitsility of the performance for
several viewers — particularly those sitting in blaek rows. Learners frequently
stretched their necks and bodies to get a cleaer past their classmates’ heads while
others seated at the back leaned to the sideg to lrear what was being said. Sitting at
the back of the performances at Masibambane Collegsself often had to lean forward
to hear what the actors were saying. During agperénce at Bovet Primary | went to sit
behind the back row of learners and could onlyisdistinct glimpses of actor-educators
from in-between the heads of pupils sitting in s in front of me. The learners at
Arthur Matthews seemed to be more gregarious aptesgive, as it did not take them
long before they were watching the performance feostanding position, from the

middle sections through to the back rows.

The reactions of the spectators emphasized twolfairgfeuential elements that could
create or undermine a process: visibitityd audibility. Boal (1995:28) upholds: ‘Before
all else, we see and we listen, and it is thankkistothat we understand’, confirming
sight and hearing as ‘the principal senses medjatinheatrical communication.’

The obstructed presentations, together with thenmteently inaudible voices of actor-
educators could easily have been the reason fordeabecoming restless and distracted
by the view outside the classroom window, and tesyln a loss of interest in the

performance.
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2. Theatre Group

a) Pre-performance Preparation

Rehearsal Development Practitioner, Bongani Sihlaogholds that the actor-educators
have much to deal with at the start of their wogkitay: ‘a lot of things happen before a
performance’ (Interview with Bongani Sihlangu). Tired expressions of actor-
educators at the start of several performance$i¢esio this.

Numerous factors could be attributed to this. il the schools are remotely located or
a sizeable distance from Themba’'s head-office, @pauding late could cause them to
forfeit available preparation time before the stdr& production. As mentioned before,
the Themba performers are required to meet at Owh&d they have an early morning
performance. According to actor-educators, theigieft at 08h30 the morning of their
performance at Arthur Matthews Primary School ioriela — approximately 30 minutes
drive from their offices in Braamfontein. The perfance was due to start at 09h00 but
they were only able to commence at 09h10, withafficgent time for a warm-up

session.

Barring their tired composures, the level of cdil fatigue and the lack of warm-up
sessions before the ITT-performances could easitg baen the reason for a number of
performance errors that occurred within the sixeobsd performances. Among these
errors were actor-educators who cut off each otliees by interrupting each other
before it was their time to speak. This was esfigmaserved at the start of the second
performance at Bovet Primary with the introductadrthe characters in the dramatic
enactments; and at Arthur Matthews with the hotisganterventions, during the
sessions with the colour-coded posters, and whetieraces were informed on factors

around condom-use with visual aided posters.
During the hot-seating interventions at Arthur Matis’s second presentation, the

facilitator's “freeze!” interrupted the actors bedahey finished their lines. Actor-

educators interrupted each other while deliveriregrtrehearsed lines of the colour-
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coded posters they were holding. These interjestimmonstrated a lack of

concentration.

In addition, a misplaced prop during the first periance at Arthur Matthews attested to
this observation. The needed packet of condomdesaded to the facilitator just before
the informative session on condoms and their ubgigeco-performer, and just in time
before having to show it to the audience memb@rese are understandably human
errors, and no performance of any nature is exéropt making them. Yet at the same
time their reoccurrence indicate a lack of foclibe latter example of the prop that was
not set in place at the right time, is not subshint itself to make this conclusion, yet
does inherently support this notion and point ®ribed of ensuring that levels of focus
and attention are maintained and if need be, neséet].

A lack of energy was furthermore evident at sevpaatts in the observed performances
when actor-educators spoke languidly and slurred thords. This inhibited clear
articulation and audibility for the audiences. eimals of sullen faces, which can also be
attributed to tired performers and weary responsesg especially noted in some hot-
seating sessions. Except for these actor-educatemsorably dragged their feet from the
performance area as they walked to their chaitiseaback of the performance area or to
the seats at the sides of the venue with heavglandsteps and it became characteristic
for actor-facilitators who were not involved in@se to sit facing the audience with
expressionless faces. All of these observationtdee attributed to fatigue; actor-
educators typically looked exhausted at the ertti@f performances. At the last
performance of Arthur Matthews a facilitator enadpted the experience of the actor-

educators as she exclaimed “I'm tired!”
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These occurrences indicating a shortage of enengigd @ attributed to factors such as
an intense amount of travelling undertaken prica feerformance and the lack of proper
warm-up sessions. The effect of this became argktnend and could be seen
throughout the performances.

Following from the analyses of the pre-performadgeamics, the presentation of the
ITT performances involves the primary usage of irtieva methods, making its analysis
central to the research question, and a vital layanderstanding the entire TIE process
undertaken by ITT. The next section will thereforeuf® on the interactive methods

incorporated in the presentation of a productiosage by ITT.

Analysis of the Performance Events

This section constitutes analyses of the actuabpmdnce event and productions as a
whole that were presented at the respective schibateludes an in-depth discussion of
the ITT interactive methods, namely: dramatic enantm@uestion-asking, hot-seating

and role-play.

1. The Interactive Methods

The ITT interactive methods are analysed in light adfba’s goal, which is ‘to enable
dialogue and influence behaviour change among ypeogle to prevent the spread of
HIV/AIDS’ (van Rooyen, 2007). As previously staj¢@T base their interactive
approach on providing an experiential learningregbg reinforcing the standpoint that
learning influences behavioural change. In apglyirese theories, the following
inference can be drawn: To influertmehaviouror bring about dehavioural changea
learning experiencean be utilized. However, for effective learniogake place,
engagemens imperative (See Diagram C for a representasfdmow ITT approaches
this process).
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In light of this fact, at the outset, the ITT intetimse methods need to elicit engagement
(participation is a prerequisite) in order to fuantas a tool for learning possibly
influencing the behaviour of their audiences. his regard, the next sections of this
study set out to examine the ITT interactive methondight of their engagement value —
evaluated alongside the proposed model of engagememomy” — and endeavour to

answer the central question: “Did the learrargag®”

Pammenter (1993:64) endorses that involvementfTliliegorogramme can range from
‘full-scale active participation with [learnersjeimselves in role’, to the other end of the
spectrum where learners are ‘passive’ yet attelgtiveatching and listening’. Inasmuch
as the ITT interactive methods might be seen asdepandent entity, the enacted plays
ultimately function as the foundation of the intgnae process as a whole, and are
therefore as much a part of the interactive metlasddie question-asking, hot-seating
and role-play interactive activities. Commencinighwhe dramatic enactments as the
primary means of drawing attention and engagingritezest of audience members,
analysis will now follow of the ITT interactive metti®

Dramatic Enactments

Although there are many aspects to explore inTieplays such as characterization,
acting techniques and the use of props, the quesfibow the plays engaged their
audiences and ultimately played a role in influagdbehaviour, is the focal point of
analysis for this chapter. The following sectiooKs at how the dramatic enactments
“Heartbreaket and “Class of 2007°° engaged audiences by capturing their interest, and
hence led to the audience engaging in the wortletharacters, committing to the
content, internalising, interpreting and evaluaiitpngnd comprises an overall view of the

engagement of learners from all three schools.

> Cross Reference Chapter 2
% Cross Reference Chapter 2
%% Cross reference — outlines of plays already gineshapter 4
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Audience Engagement in Heartbreakef

The reactions from learners at both Arthur Matthews Bovet showed that the
performance Heartbreaket was effective in engaging its audience membereaéral
levels — irrespective of impeding factors relatinghe audience’s relationship to space.
The first dramatic enactment dfieartbreaket was introduced with the songn6na

g’ 57

jwal and appeared to resonate deeply with the leawtsrssang and clapped along

with great gusto.

The first enactment depicting a school boy who @mtéd HIV and its resultant effect on
his relationship with relatives and peers was algat story line which resulted in
learners physically moving nearer to the perforneaioowvatch the unfolding of the plot.
The ensuing dramatic enactments capturedhtieeestof the majority of its audience
members evident from thererbalandnon-verbal responses gaping mouths, fits of

giggles and transfixed eyes directed to the framéne the performance was taking place.

Learners were attentivelyatching or stretching to the sides and even standing@up t
maintaineye-contactvith the evolving performance. Corresponding apdropriate
verbal responsesuch as laughter in response to comical momertgiplot, and
exclamations such as “Yoh!” to the father’s stexaction to his son, affirmed that
learners weréistening These were accompaniedimyn-verbal reactionsuch as smiles
from audience members when the protagonist’s girtl brought him flowers, and the
reaction of a male learner who clasped his fack hig hands in exasperated laughter as
his neck fell backwards in exasperation — expregsgisbelief at the humorous
misunderstanding between father and son in thevesation about conception. Due to
the learners’ age and developmental stage wherantitirelationships are an important
factor, giving flowers to the opposite sex is atgessthat will induce a likely response
and the topic of conception will itself provoke wgpread interest. These non-verbal
reactions to the content of the story-line, togethigh moments of complete silence

" Translated as “Right now, I'd be in the arms of smeetheart”
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emanating from the audience, clearly indicatedrestandengagemeniith the

dramatic event2

Interest was however, not maintained consistehtiyughout the enactments with
extended silences that occurred between the diaesogticertain characters during a
production at Arthur Matthews, and one or two miedners began speaking amongst
themselves.Interestalso decreased at Bovet amongst several malesksanino were
sitting in the back rows and who struggled to se¥@ hear the performers at all times.
It was evident that these learners werelistgningwhen they responded counter to the
content with laughter at the end of the first drimm@nactment which ended on a serious

note.

Achieving the consecutive level ehgagingaudiences was further demonstrated by the
voluntary reactiorof several learners who moved closer to the perdmice area in order
to gain a better view and greater audibility. Gapmnouths and frowns together with
mesmerized gazes all displayeavillingness to partake in theatre’s fictitiousate of
make-believe Furthermore, learners sat with their bodies pasétbto the front at all
times. Knapp (1972:97-100) supports that bodynbaigon indicates levels of interest
and engagement: Collectively relaxed body langsag@fied openness to the unfolding
story line in the imagined world of the characters as learners were evidentlyasée

with the subject matter, discarding reflexive defmechanisms.

The scene that proved to have the highest engagéevehtvas the conversation
regarding conception between father and son. leeswverballysilenced each other to
hear the father’s response to his seven year oldnsanswer to the questiokVhere do
babies come fro®f This is a topic that in itself provokes a grdaal ofinterestamongst
adolescents due to their developmental Stagkere a growing awareness of sexuality
and related aspects emerge, and therefore haghigigement value. As demonstrated

in this scene, learners’ fixed attention was alsesalt ofidentificationwith the

%8 Cross reference Chapter 1 and 4
% Cross Reference Chapter 4
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characters in the plot and the abilityrédate to the situation at hand. In discussion with
learners at Arthur Matthews after the productibieytagreed that the play felt like real

life to them, confirming their personal identificat with the content.

The final element indicating the second level ofagement in the performance event is
evaluationof the performance assatisfyingexperience. Loud applause with occasional
cheering was a recurring response after all fodop@ances and demonstrated that most
audience members found watching the performanédifg.

The most visible demonstration of audience membegaging at the third level of
commitmentwas evident in their individudhcial expressionsignifyingabsorption
during different scenes in the play. This was egigevident during tension filled
moments in the plot. An example of this is thengcportraying the father’s response to
the news of his son having contracted HIV. Leasneasitched the unfolding dialogue
with expressions signifying anticipatidrand fascination, culminating in the moment of
tension when the father received the news of m&ddlV positive status which
repeatedly saw learners leaning forward, signifgngeagerness to hear the father’'s
response. These young audience members are geangiare the opinion of a father
figure holds significant importance despite theirdeoning adolescence and journey of
self-exploration. The conversation between fatimer son induced complete silence
from the audience at all four performances as Earimtentlywatched visibly immersed
in the content, and indicating high levelsatisorption Engagement at this level is a
cumulative progression frondentifyingwith the emotional context, to relating to the
world of the character.

For further assessment of succeeding levels ofgamant according to the engagement
taxonomy, proactive involvement from the audien@hers such as generating their
own ideas and expressing resultant opinions woelcequired. In view of this it was
difficult to assess these levels of engagementtgatinely, with audience members

being inactive participants in the dramatic enactisieand at this point of the ITT

%0 Refer to Appendix H
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process. Hence, it cannot be stated that engagerntre levels ointernalization,

interpretation, and the final level oévaluationdid not take place. These levels of

engagement could more readily be monitored dueagnlers’ participation in the ensuing

interactive methods. For the dramatic enactmémwever, external monitoring of these

levels was not feasible enough to make conclugatements due to their internal

occurrence, and therefore required another forevafuation. Time did not allow for

this though, and as a result, the following assess$ms based on observations of

learners’ reactions.

Engagement levels during Heartbreakef:

Impact Indicators | Scene 1 | Scene 2 Scene 3
Interest ¥
Engaging ¥
Committing ¥ ¥| ¥|
Internalizing Not evident | Not evident | Not evident
Interpreting Not evident | Not evident | Not evident
Evaluating Not evident | Not evident | Not evident

Audience Engagement in Class of 2007

Engagement levels of audience membeftdtass of 2007 occurred inconsistently

during different scenes of the play, yet occurrechany moments during which the

attention of learners was held, including the idtrctory song to the first scendlfela

Amandld by Malaika, which clearly resonated with the yguaudience members.

With the commencement of the dramatic enactmentggement at the first level of

interestwas evidenced by learners who wesgchingintently andisteningattentively,

notably by those sitting in the front rows. Theenasst of learners further to the back who

were struggling to see and hear was still captaesethey were constantly trying to

reposition themselves by stretching and leanirtpécsides in an attempt to maintain eye-

contact with the performance, which was run atrtge-level. In spite of this problem,

only one learner from both performances took thigative to stand up in order to follow

the story-line. Ensuingerbal responsesf laughter during humorous moments awaah-

verbal reactionsuch as learners leaning forward in their seatedumore signified that
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the interest of most of the audience was gaindtdeysattentively watched the dramatic
enactments ofClass of 2007%vith transfixed gazes for the greater part of the

performance.

Levels ofabsorptionin the dramatic enactments were once again claatlgated by the
facial expressionsf several learners who displayed gaping mouthis fed gazes on
the performance area. This testified to learnemsgogansported into the imaginary
world of the characters as learners watched agthtiast in time and space”, becoming
committedto the content.Learners conveying disinterest by breaching eydam and
speaking to each other during certain times optioeluction were mostly seated in the
back section of the rows and evidently had diffigih viewing and hearing the
production. Complete silence during tension-filledments in the play suggested that
their attention was regained, yet was lost agaianthese moments passed. The end of
the dramatic enactments was once again markeddmdaapplause accompanied by
smiles from audience members, and this signifigth levels of enjoyment which
indicated that theievaluationof the performance event amounted fgeasurable

experience.

Engaging in the scenes on the levelgt#rnalizing, interpretingandevaluating was
once again difficult to assess due to learnerdbaocdbming involved beyond viewing the
performance at this point — thus they did not alsolutions or physically partake in the
performances. Nevertheless, learners may havanaliged, interpreted and evaluated in
the form of personal inward debates. The followsogimary is a depiction of the overall

responses of learners:

Engagement levels during Class of 2007.

Impact Indicators | Scene 1 | Scene 2 Scene 3
Interest M ¥ ¥
Engaging ¥ ¥| X
Committing ¥ ¥| X
Internalizing Not evident | Not evident | Not evident
Interpreting Not evident | Not evident | Not evident
Evaluating Not evident | Not evident | Not evident
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Assessing Possible Learning and Behavioural Changering the

Dramatic Enactments

The dramatic enactments presented within the pedoces Heartbreaket and “Class

of 2007 contained many opportunities for learning andgotial for influencing the
behaviour of audience members. The required elentér@ngaging audience members
were mainly obtained where depicted scenes evokgéihy for characters in ‘a firm
plot line [...] based upon dramatic conflict’, andh@itioned as the aesthetic means of
sensory interaction in the ITT performances (Redimgt®83:5). The process of
engaging audience members, by initially capturhmgrtinterest and then taking them
into further levels of engagement, proved to besdéepnt on content and context

relativity interchangeably.

Dependant Factors for Creating a Learning Experiene

Kotter emphasizes how these factors are key feaming experience to occur, and for
transformation to follow: ‘Over the years | haveebme convinced that we learn best —
and change — from hearing stories that strike acchithin us’ (Kotter, 2006.%*
According to my observations o€tass of 2007 most learners reacheccammitment
level of engagement where emotional absorption make&? (as evinced on their facial
expressions and verbal responses) at stages, tinotighevery scene of this
performance. Prevention of sustainable and dempgagement at this consecutive level
could be ascribed to the problem of visibility andlibility — which would inevitably
impedeengagementn the world of the characters. Apart from tlagontext that
learners could not always readiBlateto, might also have caused disengagement, due to
the conterf being delivered in a contékthat learners could not always identify with.
Based on the statistics that some adolescentdatamgage in sexual behaviour at the

age of 12 yeafs “Class of 2007contains relevant content-based material forees in

¢ (John Kotter, a renowned expert on leadershipeatidrvard Business School, 2006).

62 Refer to Chapter Three

83 Content: the subject-matter, i.e. the meaning @ssage contained in the story-line. (Encarta Reéere
Library 2005)

6 Context: the circumstances or events in whichctigent is delivered and which forms the environmen
within which something exists or takes place. @taReference Library 2005)

% Cross Reference Chapter 1
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the grade 8 — 9 category; in the depiction of angpiemale who does not want to partake
in sexual activity, and who is placed in a situatichere her boyfriend is seducing her.
With the high percentages of sexually active ad@ets in South Africa, this scene
depicts a reality of sorts, equating it to relevaontent.

Due to the collective frame of reference of theseng audience members, the scenario
portraying a young girl who became drunk at a dagathering and ended up in a
situation where her boyfriend asked her to leageapartment if she didn’t agree to have
sex with him was a questionably relevant contex ¢woup of 10-14 year old learners. |
was required to ask myself whether generally speglkiny learner in the grade 6-9
category would find themselves in such locatio®z#ring abnormal circumstances
where there is a lack of healthy parental supemisivhat 10-14 year old learner would
be consuming enough alcohol to become inebriatad ansupervised party and would
then be left to visit his/her partner’s apartmerit2io clock at night? Furthermore,
South African legislature prohibits access of pessonder the age of 18 into liquor-
licensed establishments such as a nightclub, pifinvgare to the presence of alcohol and
cigarettes which are on sale and the laws whiclegothe purchase of these items. This
enforces the debate as to whether this scene nedtai context that the young adolescent
audience members could readily relate to or mopomantly, should be relating to. The
content of this scene would more realistically depiworldfamiliar to an older age
group. From a perspective that holds ‘age’ asrgortant factor in the approach to any
form of performance, | was also required to considéhat other scenarios could have
been presented that would accurately depict a’shildrld at ten, eleven and twelve
years of age? What is applicable and approprigtieeir context andheir world?

Perhaps a family member who wants to conduct sxunappropriate behaviour with
them? Or peers of the same age who want to engagaual activity, and how to

handle such a situation.
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Approaching a young audience with the mindsettthey are all sexually active in the
same way that adolescents and adults are couldtherelevance and appropriateness of
this message to a younger audience, such as thp gr@range Farm — as illustrated in
the reactions of the young female learffeSuch content, however relevant statistics
might endorse them to be, need to be placed imeexbthat learners can relate to, and
with sensitivity to the appropriate age of expodeayners to certain material. If they are
not emotionally ready to engage with certain materf sexual behaviour — which is also
an important factor to consider with such a youadi@nce, it might also result in
disengagement. In conclusion to this conflictiedpate of the appropriate manner to
address the issue of sexual behaviour to a youdgnapressionable adolescent audience,
it is for the reader to note that the most impdrfaators foroptimum engagemeit the
dramatic enactments remain content and contextaheaters of a specific age group can
relate to. At this stage | would like to remine tleader of Bolton’s statement: ‘the
significance of drama as an expressive form ofkihgnand feeling lies in its concern

with the process of personal engagement with tlectize world’ (Bolton, 1986b:156).
For this process of personal engagement they neusble to identify with the world
presented by the characters. Although the majofitgarners were watching and
listening, and trying to follow the unfolding stdine, the level to which they were able

to identifyandrelateto the world of the characters was therefore qoeable.

How Behaviour Might Be Influenced

This premise regarding content and context relgtimitdramatic enactments is also
apposite within the goal of wanting to bring abbahavioural change. Based on the
taxonomy of engagement it is demonstrated thatgdnaccurs when there is ‘a moment
of truth’ and‘a shift in understanding’, and is therefore degeridn learners engaging at
the level ofinternalization, which is pre-empted by the levelalisorption

(commitmen} (Morgan & Saxton, 1987:25). For engagementiatdbnsecutive level,
learners must be able to associate with the sqarésyed at an affective level as well
as an intellectual understanding (Morgan & Saxi®@94:21).

% Cross Reference to Chapter 5: Audience Participati “Class of 2007
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Alongside the dramatic enactments that constitieattual performance component of
the process, interactive methods were distinctipduced into the ITT process through
the facilitator’s statementNow it is time for you to get involvedFollowing this
introduction, planned interactive audience intetiers involved audience members
directly and invited vocal participation from thedéence. These interventions include
guestion-asking, freeze-frames, hot-seating aredptaly, and create collective impact

through a mutually supporting placement within pleeformance.

Question-asking

ITT's opening and most commonly utilised interactmethod involves a selection of pre-
designed open and close-ended questiansorporated into the presentation, with closeeshd
guestions serving as the initial means of soligitidience participation during the ITT
process. In bothHeartbreaket and “Class of 2007 question-asking commenced with the
guestion: What was the play all aboutand followed with questions pertaining to the
fictitious world of the characters. Informativeastions which ensued included the following:
“What is the difference between HIV and AIDS®hat is a condonizand “Can you get HIV

through sharing a house with someone who is H\tipe8’

Each play solicited differing levels of participation response to question-asking as an
interactive method, with specific reactions frorarleers at respective schools to different
guestions within each play. Learners watchi@tpss 0f2007” were at times more reluctant to
answer questions whilsHeartbreaket evoked more responsive answers with less hesitati
and a larger number of participants. Questionséheited the greatest response alongside the
opening question,What was the play all about®%ere: “At what age is it okay to have séx?

and ‘Where do babies come froin?

Question-asking involved only a few participantsd #me engagement of the group was

therefore difficult to assess at all levels, andlatimes. The following evaluation is based on

%7 Close-ended: Questions which can be answereelfirily either “yes” or “no.”
Open-ended: Questions allowing for expanded answeiestions that will solicit additional informatidrom
the inquirer
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collective observations during the performancesranditored alongside the following

criteria:

&1 Positive response of at least 60% of learners engag

X Unresponsive reactions where 35% - 40% of leamers not engaging

Engagement Levels during Heartbreaker

Engagement

Responses

Reactions from Learners

Interest

¥/
¥/

» Watching attentively

= Appropriate answers to posed questions which al
attracted their attention e.gAt'what age is it okay
to have seX’

Engaging

= Apt responses to questions drawing learners into
active involvement

» Immediate and decisive answers from learners to
closed-ended questions such Bs16 years too
young to be having sex?

= Apt responses to questions centring on character,
and their fictitious reality e.gl$ the father giving
Tumelo enough informatioh?

Committing

= Answers reflecting a thought process in open-eng
guestions e.g.What might a good father say?

ed

Internalizing

» Learners responding thoughtfully to questions su
as ‘What would you do if your friend told you h/sh
was HIV positive?

ch

Interpreting

= Learners were willing to share their ideas to
guestions resulting from inner reflections ew/tat
would you do if your friend/partner told you they
were HIV positive?

= Answers do not always display coming to a hew
understanding

Evaluating

No external engagement evident at this level
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Engagement Levels during Class of 2007

Indicators

Responses

Reactions from Learners

Interest

N E

"

= Watching attentively
= Appropriate answers to posed questions
= Learners talking and joking

Engaging

" &

i

i)
o

= Congruent responses to closed-ended questions

= A degree of reluctance to answer questions centnn
the behaviour of characters

= Minority raised their hands with certain questions

Committing

= Learners responded to thought provoking question
such as What would you do if you were in this
situation?

U

Internalizing

= Hesitation to respond to thought-provoking questio
such as What would have to happen for Mzobo to
change his behaviout?

= Answers reflecting ideas rather than a change in
understanding

Interpreting

= Answers not cohesive for the demand of the sitoati

Evaluating

= No external engagement evident at this level

An overall view of audience engagement proved guestsking to be an interactive method of

great value in enticing the attention of audien@&mers as up to 75% of all learners

participated at each performance. Learners’ gasdgminantly appropriate responses to the

guestions posed by the facilitators which illustcatheir engagement at several levels.

Analysing non-verbal gestures of learners at Maslisne College, Bovet Primary, and Arthur

Matthews especially, indicated that they were galhekeen to answer questions posed by

facilitators — demonstrated by an excited respangeost audience members raising their
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hands to participate by giving answers. Questoa® promptly answered, especially when
they were drawn from the lives of the depicted abtars and their situations. Pertinent
responses from the audience members also confitma¢the learners listened to the content
of the performance and their interest was gaingl thie dramatic enactments, as they gave
‘congruent, appropriate [and] supportive verbapagses’ to questions posed by the

facilitators.

Learning and Behavioural Change

Morgan and Saxton (1994:7) maintain that ‘effectjuestions generate in learners thought
and interest in making answers’. Actor-trainer Bam Sihlangu states that the use of
audience-directed questions by facilitators is ipocated ‘to elicit specific information’ — to
encourage learners to speak and to assist theonnmnfyg their own questions. In observation
of audience members’ responses, closed-ended goestincouraged the sharing of factual
information, which was characteristically non-emetiwhereas open-ended questions
facilitated the transfer of more qualitative, opimidriven and thought-provoking feedback.
These initial questions also served as a framevwr&gulate the participation of audience
members in the succeeding interactive methods riegsiinat the necessary parameters of

effective content driven question-asking were usided and followed.

The high level of engagement during the questiorgskteractions enabled peer-education,
and on a cognitive level, afforded great poteritialearning to take place: Learners were
predominantly listening and engaging with the reses of co-learners. (This was in exception
to the second run of the performance at Arthur Matts where facilitators and learners had to
repeat answers and as a result learners beganrspéakach other and did not listen to their
enrolled peers). Francis Hunkins asserts that ‘fuestion is central to learning” (Morgan &
Saxton, 1987:67). Morgan and Saxton maintaintti@atormulation of questions reflects the

learning process that takes place:

The classic concept of learning is that it occurgmvthe teacher asks
the questions and the [learners]can answer thenthbueality is that
learning does not occur until the learner needstw and can
formulate the question for himself/(herself). (Man & Saxton,
1994:19)
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From factual information gained through the questigking interactions, it is probable that
many learners might change their behaviour reggrsiaxual activities. This can be more
accurately measured with quantitative questionsgrevided after a period of time such as
three weeks to two months following the performaeegent. Concerning the occurrence of
learning on an affective level at this point, aedulting in further behavioural change, is a

probable possibility, but not a quantifiable one.

Hot-Seating

ITT’s use of hot-seating comprises an interactivéhoa whereby audience members are
invited to ask the characters questions. Afterghestion is repeated by a facilitator, the
characters in turn, need to answer the particwlastion; making for an interview-type of
intervention. Through the questioning hot-seatilhgas for interrogation of the characters:
‘At various points, [learners] are invited to intesw the characters in order to uncover their

motives, opinions, and beliefs’ (Propes, 2005).

In both performancesCilass of 2007and “Heartbreaket, hot-seating appeared to be one of
the interactive methods which facilitated the mesjagement, despite moments of erratic
engagement where it appeared to decreaseinfdrestof learners was usually immediately
arrested with a recurring response of multiple Isathdt were raised at each respective school.
This indicated a large number of learners willingpgoticipate, and was surpassed only in
expressiveness by learners crying out, “Me! Melidg opportunities to question the main

characters inHeartbreaket.

The audience responses to this interactive mettealglsignified that not only the first
level of engagement — requiring gaining thierestof audience members — was
successfully achieved, but also the second lev@kwinvolved absorptive

engagemefif. Despite this however, due to two influentialtéas, the attention that was
attained initially was not maintained at all timdgpughout the entire performances.
The difficulty that the facilitators experiencedhearing the questions raised by the

audience members was a particular setback duringpéffbrmances in the hall at

% Cross reference Chapter 3
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Masibambane, and the second performance at Artlatthiglws when the ITT-

presentation was performed on the school stage.

Although the facilitators consistently repeated nhenes and questions of the learners
who participated, the momentum of responsivenesedsed as learners began to
whisper and fidget amongst themselves. This ocooeralso led to the level of order
becoming interrupted, and the fluidity of perforra@idience engagement was disrupted
when facilitators had to strictly request learrtersten and not fidget. The
accompanying challenge faced by facilitators ta hemrners’ feedback to the
performance alongside the low energy levels ofragtlucators that was evident at
certain intervals also contributed to the decr@aseder and the challenge faced by
facilitators to maintain discipline.

Engagement at the consecutive levels was obstruétednadequate responses from
actors in answering the questions posed to thethéolearners. Answers from actors
were at times not credible or sufficiently compnesige and thought-provoking.
Assessment of learners’ engagement levels areatedidy the following results:

i1 Positive response of at least 60% engagement byeesa

A Unresponsive reactions where 30% — 40% of leamers not engaging

Engagement Levels during Heartbreaker

Impact Indicators Responses Reactions from Learners
Interest ¥ = Watching and listening attentively
¥ = Apt responses to actors’ answers

¥ = Keenness to participate indicated by many hands
Engaging going up and learners crying ouié! Me! Me’
¥ » Learners not afraid to ask questions
X = Learners fidgeting and talking
o = = Generating credible questions pertaining to
Committing 7 characters and their fictitious reality
= Answers reflecting a thought process in open-end
guestions
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o » Learners responding to questions suchVikét
Internalizing ¥ would you do if your friend told you h/she was HIY
positive?
Interpreting x » No external evidence
Evaluating x = No external evidence

Engagement Levels during Class of 2007

Impact Indicators | Responses Reactions from Learners
Interest i = Learners watch and respond to actors’ answers.
X » Learners not always listening to others’ questions
7 = Some learners are eager to participate
Engaging 7 = Appropriate questions to characters

@ = Not all learners want to participate indicated by a
- low amount of raised hands
¥ » Learners show engagement by generating their own

Committing points of view in questions posed to facilitators

X » Not all learners participate
Internalizing ¥ = Some learners present thought provoking questigns.
_ 7 = Some learners present thought provoking questigns.
Interpreting x = Questions not representing implications of their
thinking
Evaluating X = No external evidence
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Assessing Possible Learning and Behavioural Changering Hot-

seating

The premise of this interactive method is that anamh of power is placed in the hands
of the audience as they are able to direct thisgddhe interactive process. In addition,
the use of hot-seating enables learners to audadligtengage with the thoughts of the
characters as it presents an opportunity to régéyinto the minds of the characters”.
This interactive method can therefore impressivelybed to interrogate and bring
learners to an understanding of, amongst otherezieanthe inner debate of a character,
and how difficult characters (i.e. people) candedgotiate with. It presents a valuable
opportunity to bring learners to a change of und@ding and perception, also in sexual

behaviour.

Statistics of adolescents’ sexual behaviour indigaboys commencing with sexual
intercourse earlier than gitfspoints to the understanding that “this is what ezaé man”
— as showcased i€lass 02007’ where the character Mzobo’s believes thatdpei
actively engaged in sexual behaviour is a sign aflmobod. This presents an opportune
occasion for debate during the hot-seating intdreamregarding this myth of manhood.

Role-play

ITT's use of role-play as an interactive methodaswked from Augusto Boal’'s forum
theatre in his Pedagogy of the Oppres$éY where audience members are invited to
‘leave the privacy of the audience, enter the dtemweorld, and transform the dramatic
action’ by stepping onto the stage or another perémce area, and physically act out
their reasoning (O’Neill, 1995:119). Boal asséhist whilst audience members enrol as
characters, they acquire voice and movement, sandaolour, and thus become able to
demonstrate their ideas and desires’ on the tisahiage (Boal, 1995:23). ITT’s
approach to role-play, however, diverts in somesxfaym the original forum theatre
technique. Unlike forum theatre which allows ande participants free reign in

dialogue and action, the role-play interventiorsonporated into the ITT methodology is

% Refer to Chapter 1: Adolescents and Sexual Bebavio

0 See Appendix C and refer to Chapter 4
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a ‘controlled’ and ‘structured theatre or forum'tkwpre-determined boundaries for
discussions and actions (Interview with Bongani&@igu). Themba’s primary rationale
for this approach is two-fold: 1) Allowing open-ettidialogue could lead the
conversations into multiple directions and prohtbéir purpose of disseminating specific
information; 2) Lack of focus and unregulated pagters could negate their specific
learning outcome in the limited time made availdbleschools for their performances.
Another aspect of deviation is that although thermant of enrolment was clearly
denoted by learners putting on and taking off @aspective character’s shirt, learners
were asked to “come and show whiatiwould say/do in this situation”, and in actual
fact presented answers while maintaining theiniialtial identities (Italics added). In
theory, audience members were invited to take endte of each respective character,
yet in practice they took on the responses in them capacity. This gap between theory
and practice impacted the fictional approach wlisamecessary in its ability for
participants to distance themselves from the stilbpatter during a role-play

intervention.

Role-play stimulated engagement from participants @serving onlookers in different
capacities. In this scenario where the learnegrisoved from the traditional audience
space, the enrolled participants are assessed baghdir attention to and their focus on
the role-play process. This approach facilitateskgsment of participants’ engagement
levels at the respective levels from interest tgtoto evaluation, and seemingly
indicated where possible learning and behaviourahge might have taken place.
Engagement of audience members who remained seatedvwidenced in their responses
to the role-play. (For the purpose of focus, asasyare undertaken of one selected role-

play intervention in each performance)

Engagement during “Heartbreakef

The question-asking sessions paved the way forut@essive interactive method of role-
play — which is by far the most challenging forntloéatre interaction for any audience
as participants are required to leave their seaistep into the performance area.

Following their brave answers to the question afogption, one to two audience
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members who participated in the question-askingewerited to step into the world of
the characters by role-playing the answers theg g&nrolment of audience members as
a parent relaying sufficient information to his/ffeyear old son regarding the topic of
sexual intercourse proved to have especially higfagement value for observing
audience members. Boisterous applause from theraedat Arthur Matthews

confirmed that theimterestwas arrested when the first female learner steppedhe
performance space. The learner was enrolled g th@gonist’'s mother, yet when
seated next to the Themba actor enrolled as Tuméoked straight ahead and made
very little eye-contacwith the Themba actor. She was unable to relayhswer or
respond to any further questions from the facoitat The performance space renders
one ‘conscious of himself and his action’, and@ligh her immobile reactions could
possibly have been a result of feeling self-consmess, she did not signify engagement
— from or after the first level ohterest(Boal, 1995:25). Her succeeding peer,
conversely, had hayesset on Tumelo and passionately relayed her ansiggifying

an intense involvement in the activity. The appiatprresponses in answer to Tumelo’s
ensuing questions indicated that she ligsningand thainterestwas assertively
attained, as well as a level@dmmitmentin engagingin thefictional sphere while
constructing creative answers. Moreover, the Edsmphysical positioning which

pointed towards Tumelo accompanied by her relevesganses to his ensuing questions
signifiedabsorptionin the activity. In response, learners in the ande intently
watchedtheir peer relaying her answers, and some leames found pulling their legs

up and even holding their breath; signify@igsorptionin the moment.

Engagementevels of enrolled participants and observers©ieadudience varied with

each respective performance yet were particuladgdned during the second run at
Arthur Matthews. The performance was presentedhestage and, although visibility
was improved, audibility levels were poor whichulésd in audience members and actor-
facilitators struggling to hear each other. Fatidirs requested audience members to
repeat their answers several times and a numhls@fgaged learners began to fidget

and talk amongst each other.

" The protagonist son who contracted HIV ifeartbreaket
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Similar results were attained with the performanae8ovet Primary. A young male
learner enrolled as the father experienced sigmifidifficulty in articulating his answer,
and found the enrolment more challenging. Manyaeaa could be attributed to this
predicament, amongst which the most pertinent angably: sensitivity of the subject
matter, the practice of unprepared speaking, akaselhe influence of socio-economic
conditions on learners attending this school (B&®m&nary is located in a resource-poor
area and poverty has a key impact on children’s eldgwnental progress
(Mathabane.com, 2001)). The next learner to ppdtei delivered a clear and sound
summation to his enrolled actor-son, and, unlike friedecessor, relayed his answer
whilst maintainingeye contactwith the Themba actor. During these interactions,
audience members indicated a high degreateftestas they attentivelyvatchedand
responded to their peers’ comments with burstawdliter. Engagement at the first level
of interest was therefore attained with differing results instiscene and during the

respective performances.

The inciting question for this role-play activity iy “Heartbreaket was more
information driven in nature and predominantly sexted in engaging learners at the
first two levels of arresting theinterestandengagingthem in the world of the
characters. Overall responses of laughter andezkgiggles in response to the
interactive process indicated that the learnetehéibn was gained and preserved for the
greater part of the role-play intervention. Uy&% of audience members and 50% of
participants appeared to Bbsorbedn the event. Whether this role-play intervention
imparted a learning experience for learners beyawing factual knowledge, or led to a
change in understanding, could not be conclusigetgrmined. The intention of this
role-play intervention suggested reasons rathbeta means of peer-education, and/or

assessing what the audience knew of this subjeitema
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Learners did not struggle to role-play their ansagrhow one could break the news of
being HIV positive, and displayed moderate to Heylels of engagement for this
guestion. They participated and engaged in contrensaith the actors in both of the
scenarios, signifying that learners wereggagingat the second level which calls for a
willingness to operate in the fictional sphereldd presented plays, as well as the ability

to identifywith the characters presented.

Engagement levels during Heartbreakef :

Engagement Indicators| Role-play Participants | Observing Audience Members

¥ ¥4

Interest X 7
. ¥4 ¥
Engaging X x
Committing E ?‘
Internalizing X .

Interpreting

Evaluating

Engagement during “Class of 2007

In “Class of 2007,audience responses were enlisted with the folhgwguestions
leading up to the role-playWhat would you do or say when someone says ‘I'm HIV
positive?’, and, “What would you do in a situation where you arereatly to have sex
and your partner wants t§?These questions provided potentially worthwhile

interventions:

They become involved in the action, and practiceohating risk-
free sexual encounters and decision-making alordbiel
characters in the play. (Hope et al, 2007:4)

Although seemingly introverted, learners at Masibame did not experience difficulties
in enrolling as the character of a friend who coe$ to a peer that he/she is HIV positive.

In contrast, enrolment during “the party-sceneigt@d by the boyfriend’s remark| “
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wanted to kiss you from your head to your tppsesented the opportunity for learners to
enrol as the drunken girlfriend who has to negetragarding an unwanted sexual
encounter while at her boyfriend’s apartment lateight. The reactions of the young
female learner who enrolled as the protagonistnduttie first performance at
Masibambane reiterated the importance of contdat-aat material in relation to a
specific age-grous. Her unrelatedesponseso the probing questions of the facilitators
and inattentivggazedisplayed no degree of focused attention in thieiac From her
reaction and overall body language it was cledarsha was overwhelmed by the
situation. Her hesitancy could be attributed taownfactors, including the discomfort of
having to engage with a much older male concertiirggsensitive topic. During the
second performance at Masibambane, no female leaasewilling to portray this role.
Thereluctanceof learners in the second performance hinderedgargent at the

consecutive levels when it became a compulsoryigcof sort.

Interestwas positively evoked for observing audience mesbdro were intently
watchingandapplaudingwhen their peers went on or left the stage. Fudimgagement
at the levels oEommitmentinternalizationandinterpretationwere not observed to be

obtained to the full extent in these enrolments.

Engagement during “Class of 2007

Engagement Indicators| Role-play Participants | Observing Audience Members
¥ ¥4
Interest X x
. ¥4 ¥4
Engaging X x
Committing ?‘ x
Internalizing X %
Interpreting . %
Evaluating X x

2 Cross Reference Chapter 5
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Assessing Possible Learning and Behavioural Changering Role-Play
The role-play interventions presented in the ITT geniances undoubtedly afforded
learning of some kind to observing audience memféns may have been the acquiring
of new knowledge from the factual information sliblbg their peers (as in the
“Heartbreaket enrolment) or insight into possible responseth®news of an
acquaintance having contracted HIV. From its fatimhal stancé® Boal asserts that in
role-play it is imperative that observing audienoembers are able to ‘identify with the
[enrolled], sympathetically’ (Boal, 1995:44). Thedividual account of a single person
will immediately be pluralized’ in the context wiegparticipants are drawn from ‘the
same social group [such as learners] at the sahm®k¢p.45). For audience participants

who act as ‘outside observers’, Boal maintains:

[...] there occurs a kind of inverse phenomenon. Thahey are
[...] observing from a distance, by virtue of thgmpathy created
with the protagonist they become empowered to pateeinto his
lived experience and they travel within this prataigt, feeling his
emotions and perceiving analogies between theirloxgs and his
[...] And so they will recognize the points of viekthe
protagonist and his perspectives. (Boal, 199526-2

Watching their peers in the performance space wdself an incentive for arresting the
audience’snterest,and enabled a processidéntification as learners were especially

able to identify with their enrolled peers.

For the participating audience member, role-plgyassibly the most active method of
stakeholder involvement as partakers are requiréebtve the safety of their seats and
step into the performance area. For the kindaieg that leads to behavioural change,

engagement levels were assessed alongside theifadlariteria for role-play:

— Dramatic role-play needs to stimulate a high degf focused attention at the
‘imaginative and intellectual level necessary farsingood subject-learning’ (Bolton,
1986hb:156). Ifiteres)

3 Role-play is derived from Augusto Boal's Pedagofjshe Oppressed. Refer to Appendix C
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—Role-play asserts to ‘an ability to engage with stinng outside oneself using an ‘as
i mental set to activate, sustain or intensifgttengagement’ (Bolton, 1986b:156).
(Engaging)

— Role-play requires learners to ‘draw on prior knedge’ and ‘apply it through rational
discourse to the logistics of a problem’ (Bolto886b:156). Ihternalizing)

—The role-play needs to be ‘felt’ as a ‘lived througkperience (Bolton, 1986d: 215).
(Internalizing)

— Role-play must provide a structure where participai@ed to grapple with the problem,
and in the experience come to a change in undelisgPammenter, 1993:65).
(Internalizing)

— Role-play requires sufficient time to explore ideasl alternatives in action
(Pammenter, 1993:116)In{erpreting)

In writing on Drama In Education, Bolton asserigtth significant experience in the
lesson is when it feels to the learner that ‘&gsually happening’; similar to when,
during a sports game, it feels though it is acyulailppening although it is ‘just a game’:

[...] he is not acting; he is not pretending; heas semonstrating;
he is living-through an event of heightened siguifice. He will
feel real and perhaps intense emotion; he willkloin his feet in
action, making decisions and solving problems. lt(Bo
1986a:46)

ITT's method of role-play is included in the procesgth the primary aim of providing
learning through experienceprresponding to the succeeding levels of engageme
where internalizing and interpreting of the contamd material presented. Morgan and
Saxton (1987:25) assert that learning takes pldwnvhere is ‘recognition of the
relationship of the task to the séff’ Learners appeared to relate to the situation of
confronting the reality of HIV-positive peers afektheed to convey information
regarding sex-education. The learning, howevenmcwhen there is ‘a change in
understanding’ (p.25). Boal affirms how role-pkssists in this: ‘In daily life, we see the

situation; on stage we see ourselves and we sesittia¢éion we are in’ (Boal, 1995:26).

" Cross reference to Chapter 3
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According to Sihlangu, ITT’s method of role-play aiatdacilitating a rehearsal for real
life, and he contends that when learners are fagtda similar situation, they will have
formed an experience to draw from (Interview withngani Sihlangu). Boal (1995:44)
validates this view: ‘The scene, the stage, becdheesehearsal space for real life’ as the
audience membeptactices in the second world (the aesthetic),roleo to modify the

first (the social) Boal maintains that ‘the performance of thai@tin theatrical fiction
will enable him to activate himself to performnthis real life’ (p.46). Whether learners
felt they had sufficientlyehearsedbossible responses to similar situations presented
“Class of 2007and “Heartbreaket was questionable, considering the backdrop of the

timeframe in which the interactive episode haddgabncluded.

Secondly, Sihlangu contests that role-play leadsgbift in perception as people are
placed in the proverbial shoes of another andpbsitions them to practice empathy as
opposed to judging the decisions made by peoplendrthem. Robinson (1980:159)
expands on this concept of ‘getting into someose’glshoes’ as ‘taking a different view
of things’ and ‘trying to see things “as others ge=m™. It is by gaining a different
perception that possible behavioural change coadecabout. In this regard, the role-
play experience could assist for, ‘[w]e come to thiegs as we do partly because of the
experiences we directly undergo’ (Robinson, 1980)1@& change of behaviour could
thus come about when there is a change in perceptio

In the endeavour to analyze the learning that ake during these interactive methods,

| would like to now introduce Boal’s three levelsp@rception:

1. The first level is wherenformation is receivedlight is reflected onto objects’ and
information is sent to the brain, yet it is ‘nothived’ (Boal, 2006:35). | propose that
this level occurs during the interactive methodshsas question-asking and hot-
seating where knowledge is shared via the famlisahnd actors, and among audience

members.
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2. The second level ike more active levelf knowledge and tactical decision-making
Reactive decisions occur in light of previouslyew®ed information and new
information on the same subject matter (this was séth the learners’ outcry “No!”
when asked whether the father answered his sowisutfy).

3. The third level, calle@thical consciousnes®nsists of ‘giving meaning and value to
the decisions we take’ and is where doubt and ®ihftuence our choices (Boal,
2006:38). Of this level Boal says:

[...] it accords values to each act and projectstirean being in
his actionsinto the future, rather than merely dwelling on his
reactionsin the present. It is creative [and] requires the
intervention of alternatives. (Boal, 2006:38)

Boal maintains that it is ‘on this ethical levehthihat a Forum Theatre session should
operate’ (p.36): Merely presenting good ideas feoeenough; they need to be ethically
justified’ (p.36). Furthermore Boal asserts: dtriot enough to work with ideas that

already exist: we need to invent’ (Boal, 2006:36).

As stated before, the taxonomy of engagement regjeingagement at the level of
internalizing where ‘a new realization’ and ‘a different way ofderstanding’ (i.e. a
change in perception) (Morgan & Saxton, 1994:2he scene inClass of 2007
discussed earlier in this section which preser@stienario of a female being persuaded
by her boyfriend to engage in sexual behaviourreggdier will, provided learners with a
relevant role-play opportunity in view of the sstitts around adolescents’ sexual

behaviour.

The ITT methodology process concerning role-play sa¢sllow for unrestricted
dialogue during the role-play sessions. In wantogpfluence the behaviour of
adolescents around sexual conduct it must be takemccount that adolescence is a
time where sexual awakening transpires: ‘In eanky middle adolescence, the sexual and
affiliative systems are more salient [.in shaping views about romantic relationships’

(Bergevin et al, 2003:407). In view of this, theegtion of whether such a role-play

127



intervention should allow for a learner to say he/sants to engage in sexual behaviour
needs to be considered, as this is also a reglyom observation of the role-play events

learners were encouraged to negotiate “safer” $dsakeviour, or how to say “no”).

This factor informs the statistics that merely retgyfactual information regarding

HIV/AIDS has proven to not be enough to changesthaial behaviour of adolescents:

A study case by CASE (1995) concluded that the lefel
knowledge of HIV/AIDS among adolescents is high, few
perceive themselves to be at risk and few takeéeel for safer
sex seriously. (Hartell, 2005)

In light of the objective to influence behaviouchlange during a role-play intervention
the following is considered: In order to substdhtimfluence learners’ behaviour
regarding sexual activity, a change of perceptieeds to take place at the level of
internalization on the subject-matter of sexual intercourse. Adsing and working to
change learners’ view on this subject-matter tiheir perception, rather than imposing or
presenting a course of action as a model for belnavmay proof to rather have a lasting
effect on their behaviour. The decision around akkuercourse is an internal one and it
is only when ‘a moment of truth’ [for the individuaarner] leads to ‘a shift in
understanding’ around this subject matter that taubisl behavioural change will follow
(Morgan & Saxton, 1987:25).

Rather than provoking a challenge of the matettia,ITT role-play interventions
occasionally centred on relaying information. Qfsagon of learners’ responses
interrogates as to what degree the role-play iet&rons provided a learning experience
at a “feeling-level”. In seeking to transform thehaviour of its audience members, role-
play will only lead to a shift in understanding gmaksible behavioural change when it
branches from the essence of its original formah@&@Aesthetics of the Oppressanad
embraces ‘more than simple perception [but] aimenabling’; and seeks to produce
‘emotional and intellectual stimuli’ (Boal, 2006)37
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The following diagram represents a visual assessoféhe overall engagement levels of
the interactive methods as discussed in this sectiot-seating and question-asking are
positioned as the interactive methods that seembdue the highest engagement levels
in the observed ITT productions (See Diagram D). diigagement levels for dramatic
enactments could only be comprehensively assegstmthe third level oEommitment
(as discussed on pages 106 and 107).

Diagram D

Evaluating

Interpreting

é& Internalising

Committing

Engaging

Interest

Key:

Dramatic enactment
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Role-play
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2. Theatre Group

a) Actor as sign

The body is often described as the primary meanghigh communication occurs
between the self and other. This takes place tlhrgegture, expression and voice
(Elam, 1991). The facilitators maintained an appnaate yet formal attitude at all
times, and handled the subject matter and respdrmsadearners respectfully. Attention
is still given to the ways in which the body comrimaites on an unconscious, as well as

conscious, level:

In teaching we [...] deliberately sign for the resgento come
into the active participation in the event. Ifetafore [as
facilitators] we send out some signs to be pathefevent, but
demand of children that other signs, which are ptegent, are to
be ignored, then we baffle them by the confusiowlaét to
discount. The most developed skill which childreimdpto school
is that of making sense for their own ends of sigtineir
immediate environment. (Heathcote, 1984b:161)

Post Performance Dynamics

Focus will now be turned to analysis of selecteeingés pertaining to the post
performance dynamics, with specific focus on faxtbat lead to ongoing engagement of
an audience after the production, as well as pedtbpnance aspects regarding the actor-

educators.

1. Audience-Performance Engagement

a) Engagement with the audience after the production

The fact that learners were showing interest andgtieely engaging with the closing
song bysinging withthe actor-facilitator indicates the appropriateich of music and
words. Forrester reiterates how the use of a soadearning experience will be retained
in the memory long afterwards, making the conclgdiang 1t's my life’, with its easily
remembered chorus a remaining reinforcement of Tlaémhessage of making
responsible sexual choices (1992:360). Furthermorad learning and retention post
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the performance, learners were each given a cothegdrinted song lyrics of this theme

song. However, this was activity was only undestakt Arthur Matthews primary.

2. Theatre Group

a) Debriefing

Boal describes the profession of an actor as ‘dtihgand ‘dangerous’, for it is there ‘in
the depths of the person, that the actor is obligestek out her characters’ (1995:37).
Boal explains that ‘[when] our actor — of sound chinmust play a sick character’,
he/she must go to the deep inner core of his/hsiope‘deep within, right inside’, and
draw from there, awakening the character from tisede:

Their personalities a picture of health and sanity, go looking in
their persondor sick people [...] in the hope that, once the aurt
has fallen, they will be able to get them back tftsir cages. And,
in the best of hypotheses, they succeed in doisd th] But
sometimes — and it is tragic when it happens — emazken, lago
and Tartuffe, having discovered the bright limelgylaiso want to
know the light of day, and refuse to return to dlaekness of that
Pandora’s box which each of us is. There are agtbesbecome
ill. Our profession is truly unhealthy! (Boal,94®37)

For this reason, Boal contends that actors shaeilehtitled ‘to the same danger money
allowances as miners seeking out coal or tin irdéggh of mines, or astronauts who
have to fly to vertiginous and infinite heights’d@, 1995:38). The Themba actor-
educators’ vocation requires them to tap into teeiotions and their personal essence to
produce different characters. Jones asserts iheattar ‘takes on a role, involves the self
and projects the self into the role’ while at theng time ‘assuming a different identity’

as they ‘project aspects of themselves into thendte material’ (Jones, 1996:101):

[...] the protagonist-actor produces thoughts anglasgs emotions
and sentiments which, whether her own or not, appased to
belong to the character, that is to say, somemee €Boal,
1995:24)
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The context of having to portray the emotional Statepeople infected or affected by
HIV/AIDS requires the actor-educators to draw thesetions from within themselves
according to the Stanislavski method and placethout a doubt, a high demand on their
emotional capacity on a daily basis. A lack ofadint debriefing of the “unhealthy” or
“traumatic” emotional engagement where the charautd their emotional journey is left
behind, or processed, will cause performers to tia&dictional reality and their
excavated personalities home with them, for ‘[t]Inegve into a fictional world to
perform, and yet they come from and return to ‘eady’ life (Jones, 1996:117). This
could resultantly lead to performers being ematilgrdrained, cutting themselves off
emotionally as they go into “survival mode”, or ggiabout their occupation with a

facade — all of which will inevitably have an impaa their performances.

Themba’s tailored debriefing sessions have beemadd@s unproductive in meeting the
demands that the productions present to the peeiamrhis repetitive and inefficient
exercise and the lack of de-rolling after each pobidn might have debatably played a
role in the tired composures and state of mindk which actor-educators commenced
several of the ITT productions. Jones (1996:101)msarzes the demand of acting on
performers: ‘They stop being themselves and yet irethamselves’, in searching ‘the

depths of the soul and the infinity of the metaptals

To sum up, the healthy personality of the actorcdess out, in the
richness of her person, her charactengersonagesbeings less
healthy than herself, sick people. Thus, withinlimits of the
scene and the moment, the free exercise of ali@deadencies,
unacceptable desires, forbidden behaviours andalthigdeelings
is allowed. On stage, all is permissible, nothstprbidden.
(Boal, 1995:38)

In consideration of the actor-educators as artestiployees, who are not classically
trained actors who would understand the importarickebriefing and de-rolling, and
would have experiential knowledge in these aréasgads to be remembered that ‘To be
an actor is dangerous’, and any form of TIE groulpimiibit the productivity of their
work if their workforce is not taken care of (Bo&895:38). The analyses in Chapter Six

will now be followed by recommendations in ChafBewven.
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CHAPTER 7

Recommendations

Chapters Five and Six formed the context and backygt to understanding the ITT
process. In Chapter Seven, discussion will followhow to better recreate or modify the
ITT process in order to reach fundamental objectiRscommendations for the aspects
constituting the pre and post-performance dynawrmckthe presentation of a
performance, will be presented in Chapter Seveharform of suggestions and raised

guestions. This will be done with specific referena ITT.

To recommend is to ‘put forward as being suitabteafpurpose or a role’, to ‘make
appealing or desirable’, and the act of giving@nemendation is defined as giving

advice, approval, counsel, reference, or suppaari8s, 2001:744).

Pre-performance Dynamics

Ultimately, it must be considered that the engagerbetween a respective TIE
interaction and its corresponding audience begafisrb the actual production starts.
Any form of engagement between the theatre grodpaasthool prior to the performance
creates specific communication and associationseraing the production itself. It is
the role of the theatre group to ensure that seffiqpreparation in terms of space
management and promotion of the production is ualen prior to their arrival — and in
the most effective manner possible — these fagiagsa particularly significant role in

establishing the expectations of the audience.

1. Audience-Performance Engagement

a) Optimizing Pre-performance Audience Engagement
Expectations play a significant role in learningd d@ime interactions that stakeholders
have with a specific production before its enactrme&ed to be managed as far as
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possible due to their influence on these expectaticClearly, neglecting the
management of each formal impression that stakeh®ldkevelop will only be to the TIE

group’s disadvantage.

One such tool that enables effective managemefgusl marketing which represents the
premise of a production with great impact and qyigains attention. Boal asserts that
‘Im]ore than the ears or the nose, human beingsheseyes: the image’, for all humans
are visual spectacleswvith the other senses assisting’ (2006:30). Tikeal aspects of
pre-performance marketing recognizably have a gneadct on setting expectations

prior to a performance.

With this in mind, the following are suggestions fearketing related activities leading
up to the enactment of a respective productiorh) wiview to positively influence the
setting of expectations:

1. Visually appealing posters that attract and mamtila¢ attention of observers
(adhering to the guidelines of effective aesthetlesign and layout).

2. Actor-educators who act as promoters by visitingosts and addressing learners
about the performance in person, thereby managmdjrist impression the TIE-
group desires to make with the initial exposur&eafners and teachers to the
performance.

3. Formal and visually dynamic invitations (as per fing suggestion) for the
performance distributed to learners by a groupctdraeducators at the respective

schools.

Naturally the implementation of these suggestisrdependent on the availability of
funding, as well as the distance of a school fromene the theatre group is stationed.
Where these aspects pose a challenge, other sedgesans of marketing include the

following:
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1. A fax or email containing a carefully written syrsigpof the performance and/or
theatre group sent to the respective schools attbg the teacher to a class of
learners, ensuring that the learners’ initial expedo the TIE performance is
managed by the TIE team.

2. An audio CD/cassette (dependent on the facilitiedl@ble at a particular school)
sent to the school by the theatre group contaiaipge-recorded invitation
delivered through the voice of an enthusiastic\ahtant actor-educator in the
most appropriate vernacular(s).

Prospective audience members need to be captigatbd outset and their attention
preserved by the most appropriate means availdaiite.significant role of marketing
prior to a performance is not to be overlooked,tftg in the initiation of impressions
regarding a theatre group or their performancesahaccumulation of expectations and
opinions translates into a pre-performance. Prgmeaudience members are thus in
actual fact, engaging with the performance in thairds before its enactment, albeit
some to a greater and others to a lesser degree.

b) Impact of the first encounters preceding the peniwance

An approachable, amenable and authentic facilHiamner relationship is central to the
participation of audience members in an interadineatre show and its development
needs to be carefully initiated throughout the wehmioduction. Morgan and Saxton
(1994:106) reiterate this: ‘the facilitation of sifjcant learning rests upon the certain
attitudinal qualities which exist in the persorglationshipbetween the facilitator and

the learner’. In this regard, the first interantiith the actor-educators on the day of the
performance plays a key role in the receptivenésaoners. Any negative (i.e.
disengaging) encounters could impede the intenadéailitators seek to initiate with
audience members or learners’ engagement withetfermmance at a later stage during
the TIE presentation. Due to the learners’ ageth@gbosition of the actor-educator as an
authority figure and/or bearer of knowledge, leasrage impressionable, and may
become less disposed to engaging openly if theyeper that an actor-educator has

interacted in a negative manner.
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In the case of the ITT performance set-up, wheteraaducators would usually be
required to usher learners quickly to their chaeguired voice prompts and attendant
body language might be observed by learners asgjbeus nature due to the need to
create order and fulfil strict time parameters. sT¢ould result in an unintentional
offence and a resultant disinterest from audienembers even before the start of the
performance. Jones (1996:112) underpins thatugesexpression and voice’ are signs
reinforcing how communication occurs ‘between selfl other’: ‘Attention is given to

the ways in which the body communicates on an uswons, as well as conscious level'.
Consideration needs to be given to these factatis,afforts being made to avoid all

possible hindrances.

c) Research of the target audience

Boal asserts that theatre is ‘a means of commuaicgBoal, 2006:25). Yet in order to
optimise its potential for shared meaning, one sd¢edinderstand the metalanguage of
each respective audience, especially in the coofeximulti-lingual and multi-cultural
country such as South Africa. Nobel Prize-winnNigerian playwright Wole Soyinka
affirms that, when one attempts to communicatentoclture, irrespective of what

culture it is, one needs to advance ‘with some Hityhi

You have to understand the language, and by tkdat not mean
what we speak, you've got to understand the langyuidg interior
language of the people. You've got to be able tteremheir

philosophy, their world view. You've got to speadth the spoken
language and the metalanguage of the people. r{&o¥is cited in
Haedicke & Nellhaus, 2001: 17)

Knowingone’s audience, i.e. having a thorough understanali the context,
‘metalanguage’ and reality of the audience grouginectly related to the level of
influence an interactive theatre group will attagfore, during and after a performance.
In addition, the ability of an interactive theatp®up to relay information in a relevant
way is fundamental to its purpose, which makesareseof respective audience groups a
vital component of the preparation phase of a TlEopmance. David Pammenter

enforces this crucial element in the successfartsffof a TIE programme:
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The devising team must have a clear perspectivieegbtirpose
and function of their work before they start devisat all — in the
same way that a conscientious teacher or writer gy must
have a clear understanding of the forces at wotk bo
themselves and on the children they wish to wotkvand a real
awareness of the parameters or confines set anvibek by the
morals, values and ethics of the society we live whether or not
they are subsequently to be challenged. It isuhderstanding
which lies behind the selection of subject matearad definitions
and aims, and it is this understanding — or laci efwhich
ultimately determines the nature of the programiffammenter,
1993:56)

As the interactive approach of the theatre grouplires the whole person, it is
indispensable for the theatre group to know wheaeners in this age group are
positioned emotionally, physically, and cognitivetytheir developmental stages, as well

as their perspective of the subject matter at hand.

A summary of the developmental stages as discussgeater detail in Chapter Three
endorses that the efforts of ITT can play a significale in helping young people shape
their values regarding sexual behaviour. This fasiould form a foundational element
in any TIE theatre’s approach to adolescent audgrarea is a key determinant in
Themba’s vision to prevent the spread of HIV/AID%tigh influencing behaviour.

Research into the developmental stages of thedesrives, especially where learning is
concerned, will benefit the theatre group. Thissdoet mean that all members of the
TIE group require a formal training in psychologyb effective actor-educators, but a
general overview of the developmental stages of thelience’s will only help to
improve the impact of their work. For optimal gadte in this area, observation by a

child psychologist during performances can alsortwertaken.
d) Regulating Space set-up

Heathcote reinforces that the most important faictarranging the TIE audience is that

‘the participants have to be framed iat@osition of influence
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| take it as a general rule that people have mosepto become
involved at a caring and urgently involved levethiéy are placed
in a quite specific relationship with the actioechuse this brings
with it inevitably the responsibility, and, morerpeularly, the
viewpoint which gets them into an effective invatvent.
(Heathcote, 1984b:168)

An optimum teaching environment is promoted by tinggan atmosphere that
encourages effective questioning as part of thaieg experience: Where learners are
‘arranged in rows facing you’, it may impede on #ifective way of ‘generating
different kinds of discourse’ (Morgan & Saxton, 29®4). Morgan and Saxton maintain
thatall learners ‘should be in a position where they canasal hear and make eye
contact’ for maximum participation to establishearvironment for learning (1994:84).
From the stance of the performance area, actoraggdigcshould be able to ‘catch
[learners’] eyes’ as it is a way to ‘invite respefs non-verbally’ (p.84). As part of the
process it is therefore imperative for learners actdr-educators to be in full view of
each other, as eye contact plays a key role itetr@ing process.

In addressing the problem of visibility, directomKHope asserts that what is required is
simply an elevated stage of a few centimetreselhasises that this is dependant on
financial and labour resources and may require ninof to set up before each
performance (Interview with Kim Hope). This is rairced by Redington: ‘As TIE
companies travel out to schools every day the atofbechnical equipment they can

carry and set up is limited (Redington, 1983: 22).

Practical solutions for the problem in visibilitpdaudibility could involve performing in
Theatre-in-the-Round where the play is presenteld awitliences ‘seated all around the
acting area’ (Hartnoll, 1972:546). Where visilyilis less obstructed, as with the use of
the stage in a school hall — which is the most abtd performance venue for TIE
productions — lapel-microphones can be obtainebsist with audibility. This device
will enable facilitators and the rest of the audieto hear learners’ responses, and is a

viable tool to procure.
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2. Theatre Group

a) Optimizing Actor-Educator Output

The actor-educators are the instruments throughhathie work is done, and without
these individuals, Themba as an organization detigenteractive theatre performances
cannot function. Similar to a computer which adsa vehicle that provides optimum
output when adequate maintenance is undertakeoutpet of the actor-educators
represents their well-being. The well-being of #lceor-educators is determined by their
individual and thus collective, physical, emotioftais includes their spiritual health)
and mental health. Koos van der Merwe, Group $istin Employee Relations at
ABSA Bank, contends that consideration of the wesdbof employees is crucial for

productive output:

Most organizations declare that their human capiaployees) is
their most valuable and important asset. Humaouregs are not
mere commodities or dispensable units of labourdgnamic
human beings who put their productive capacityhodisposal of
the organization. Caring for your workforce by egapating the
holistic person and maintaining a sound work/liééance is an
invaluable investment in the wellbeing of your eaydes, yielding
a return of loyalty, commitment and productive gyen the
workplace. (In Conversation with Koos van der Meyw

For productive output in the ITT performances, theralf wellnes& of Themba’s actor-
educators needs to be considered and maximisea as possible, particularly
considering that their well-being determines thgpatiof Themba as an organization, as
well as meeting its goals and collective visionerihlly and physically healthy
employees provide higher levels of productivityd gob satisfaction has a causal
influence on personal and group output, and thgeuséinitiative and creativity.
Research indicates that employees who feel appeecéend acknowledged are also more
likely to remain in an organization, and in relatio this fact, if poor remuneration is a
factor it can lower a theatre practitioner's moyagpecially if other benefits or forms of
acknowledgement have not been provided to offset fmeancial remuneration (This is
not a direct referral to Themba but an overall olstgon for any TIE company).

> Wellness refers to the physical and mental weildpeespecially when maintained or achieved through
good diet and regular exercise
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Although it is not possible to change every circtangal factor, it will benefit any
theatre organization to consider the well-beingheifr actor-educators as a high priority.
In this regard, the following aspects need to Benanto account, as perceived
contributing factors to the quality of ITT performasc

- The long travelling hours that it may take employteget to their stations — from
home to work and from work to the performance plaeeall result in tired
performers, and accumulated fatigue will resulbin energy levels during the
performances. A practical suggestion would bertwide a source of sustenance and
energy for performers in bananas or energy barksidm-route to performances, or

travelling back to the office.

- With the high HIV infection rate in South Africaig probable that Themba
comprises employees who are themselves infectdaetiWgr this is, or is not the case,
conditions should endorse the maintenance of dhyediet on a daily basis —
especially in labour-intensive work such as actitggether with the need for
nutrition in combination with ARV treatment whereagssary. These factors and
their impact on daily activities (such as reguldtetth breaks) need to be taken into

account.

- The need for counselling or a safe space for debgeiffter confronting real-life
issues, which are often traumatic and emotionatiynihg in this area of work is a
vital requirement. Due to their role, actor-edocaineed to process real-life
experiences of audience members who often shanmatac experiences such as
family members who have passed away due to HIV/Al@Svhere they have been
involved in a rape-situation or domestic violenée the case where some of the
actor-educators themselves are infected/affectadl@yAIDS, they also require
appropriate counselling as their direct exposuithése issues in their work will
induce a number of emotions that will need to lweessed whilst fulfilling their
roles. In having to face this subject matter daityping mechanisms may arise in

order to facilitate self-protection. This may resnlactor-educators becoming
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noticeably distant or removed from the subject aratir performing behind a
psychologically constructed mask. In both caseswfil inevitably influence the
performances, and could also be attributed toable of energy observed in some

performances.

- Emotional support for the actor-educators, whethiercted or personally affected by

HIV/AIDS, could prevent burnout and staff turnover.

- In addition, the contact numbers of a medical doshould be within reach of the

group at all times.

Although there is sizeable emotional and physitrairs associated with being an actor-
educator, HIV/AIDS infected and/or affected peogie not less fit for an HIV/AIDS
prevention driven theatre group such as Thembdachyinclusion of such individuals
may actually be the most effective ambassadorthéogroup as thenow i.e. have an
experiential understanding of the topic at handitsnplications. The factor of their
circumstances however, does need to be considetbd management of employee

wellness to provide each actor-educator with tiseuieces to provide outstanding work.

b) Training for Actor-educators

The naturalistic approach to acting truly engendearstiong sense of authenticity which
led to an effortless identification with charactpresented in the dramatic enactments.
During the hot-seating sessions however, the resgsoof actor-educators to the
guestions of audience members posed to their deasagvere given under duress and
appeared superficial. In the context of a TIE paogme such as ITT where interactive
methods ‘actively and verbally invit[e] the parfiants’ dialogue’, the actors’ prepared
lines often have to be ‘modified in order to makgent responses’ (Williams,
1993:101). This calls for reasonable capacity ipromisation skills and although

previously mentioned factdfscould be strongly attributed to the tentative agrsw

® Cross Referenceal Conditions affecting the Actor-Educators
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during the hot-seating sessions, a greater focuseotechnique of improvisation would
be required to prepare actor-educators to provideersubstantial and meaningful
answers. Williams confirms the importance of impsation as part of the training for
the TIE actor:

Improvisational skill is essential. For devisinpgxploring ideas
with a writer, and in performance when an actof kalve to
improvise away from the script, engage in charéatelience
dialogue and wind back onto the prescribed scifytilliams,
1993:94)

Actor-educators are required to answer numerouwsstygp unprepared questions and
accordingly need to be trained in unprepared spgakiVilliams also accentuates the
great demand placed on the actor-educator anctthugred skills essential to be obtained

during the preparation phase in the rehearsal space

The actor in TIE must be able to work in unconducive
circumstances, in a classroom cluttered with fureitor in a
school hall with intruding sounds from adjacentmso Hence the
paramount need for actors who can combine a desgeotration
on character with the ability to create a theatema for, with and
amongst children. (Williams, 1993:94)

Furthermore the necessity of audience researdteidrive to engage the audience
‘actively, physically, and verbally [as well as eggng them] emotionally and
intellectually’, reiterates the focal point whidietaudience takes, and which must be

incorporated as a foundational element in the nefa¢arocess (p.102):

The company must therefore give prime regard tpthee and
identity of the audience — the other participantsreughout the
gestation and rehearsal phases. In improvisatidmehearsal an
actor has to see with her mind’s eye the audieha# times.
(Williams, 1993:102)
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c) Preparation prior to a performance

The moments leading up to any performance set®tieefor the performance and has a
direct impact on the efficacy of the delivery i therformance space. Actor-educators
who are required to prepare venues and seat lsdoeéare the performances are not able
to undertake important focus exercises. A nongeering member of the theatre group
could be appointed to do this, or the relevant stshoould be requested to provide

prefects or teachers to direct the learners to tlirs in an orderly fashion.

Incorporation of consistent warm-ups and focus @ges before a performance becomes
a routine that acts as a ritual, functioning ase'@i points from which we measure the rest
of our experience’ (Bial, 2004:77). A warm-up sessand focus exercises serve the

following purposes:

- To enable performers to focus their minds by correéing on the task at hand

« To assist performers to be present in the moment

« Toincrease and heighten energy levels which preparbodies, minds and emotions
of performers

- To create a sense of community to enhance the oot collective performance

As discussed, the importance of warm-ups and fegascises cannot be over-
emphasised as an essential for the delivery ofmysti performances: In the space of
theatre, rituals and ceremonies ‘bring a sensawhbny and fulfilment’ (O’Neuill,
1995:147). Theatre companies of any manner shauldhétever is required to ensure
that this aspect of preparation is not neglecteds ificludes practical elements such as
actor-educators departing with sufficient time toadcomplete warm-up before a
performance. The help of a theatre practitionertmgolicited to establish an adequate

warm-up programme.
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Presentation of Performance

1. Audience-Performance Engagement
The following recommendations have been selectedisaussion due to their relative

importance:

With reference to any TIE performance, Pammentefosies the importance for
‘educational analysis’ as well as the capacitygtet up and hold your audience’
(Pammenter, 1993:69). Bolton asserts that a kpgréise of a TIE team lies in ‘its
ability to create highly credible exciting contéxastablishing the importance of context,
as ‘whatever universal meanings the team may intenldaw on’ as an important end in
itself (Bolton, 1986¢:182). Within the first encdar plays a significant role and should

be carefully managed:

Other research has shown that in the first fewiseitionds of our
perceiving something we not only unconsciously ceghpnd what
it is, but decide whether we like it or not [...]JGdleman, 1995:20)

With the attention span of learners it would beisalvle to have short breaks between the
performances: Short breaks between learning sesaimcount learning sessions account
for more effective learning as ‘a proper distribuatiof work periods and rest periods ...
makes it easier to learn’ and that people err okimgdearning periods too long
(Forrester, 1992:363). A recommendation in thigard is that breaks could be

incorporated between different sections of eacfopmance.

2. Theatre Group
In endeavouring to ensure the focus of the younlieage members, the facilitator has a leading
role to play in the overall objective of the perf@nce: ‘Many of the ethical ambiguities revolve
around the role of the facilitator’ (Haedicke & Melus, 2001:15). It was evident from
observation that learners were much more operrieradly and affable face than a lifeless
expression, which could also be accompanied bynaetisonal tone of voice. Acknowledging
their comments — however simple in the mind ofatialt-facilitator — proved to be critically

important.
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Two great strengths observed during the ITT interagiiocess which encourages engagement
lies in the unremitting use of participants’ nandesing the interactions of audience members,
and the consistent eye contact facilitators holthwudience members. Forrester (1992:112-
113) recognizes personal name-calling as an atteifiicusing technique:

[...] proper name use by adults fulfils the primaoyemunicative
functions of orienting the child’s attention ortingting her[/him]
to act. (Forrester, 1992:120)

Noland asserts that people ‘can tell how you feeld them simply by how you look at them —
or whether you look at them at all’ (1999:255). gtees on to say that, ‘whether you're aware of
it or not, how you feel about those you lead reggsbn your face. They can see it in your eyes.
If [they] see your face light up when you see thérey will feel accepted. They will be drawn

to you [when they can see] the look of acceptaimcgour eyes. The facilitators maintained an
approachable yet formal attitude at all times, laaddled the subject matter and responses from
learners with the utmost respect and sensitivity.

Recommendations of Interactive Methods
Recommendations for the two interactive methodsdlsa function as the first manner
to initiate engagement with the audience, namedynditic enactments and question-

asking, will follow in this section.

Dramatic Enactments

The prerequisite for dramatic enactments to imgeeheart and mind of their audiences,
is encapsulated by Bolton: ‘It seems to me thagthef acting is the drawing out of both
an emotional response and, more important, a taffecesponse in an audience’ (Bolton,
1980:72).

In order to bring learners to a place of deep eeget in the dramatic enactments

presented by a TIE performance, the question ofet@nd context-relevancy must be
carefully considered. Jones endorses this:
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Dramatic empathy refers to the creation of a bogttben actor
and audience. It relies upon the audience beitegtabdentify
with and engage their emotions in the charactersgyed.
(Jones, 1996:104)

Bolton affirms this crucial element for TIE when mi@ining of the TIE performers:
‘Their very skills as actors allow them to offeriehrcontext not normally available to the
drama teacher, so that this work must be both gty and thematically significant’
(1986¢:188).

An alternative way to have measured engagemeniddéace members at these
consecutive levels during dramatic enactments naag been the completion of
guestionnaires directly after the performancesumiience member. This method is
however, superseded by a follow-up visit to theostlby the theatre group after the

performance and engaging in post-performance pnoges.

The level of absorption is first needed to amoura tevel of ‘personal investment’
where ‘a shift in understanding takes place’ atehsuing level of internalization in the
mind and heart (Morgan & Saxton, 1987:23his is the level to aim for when the focus
is to ‘bring about a change in understanding’ —eaiiiy to the primary purpose of TIE,

and in light of the overall view of Themba, whichtasbring about a behavioural change.

Question-asking

In asking a question, there is a need to use sjrojdar direct language which allows
learners to connect with the thinking and the fegehbehind the words. A question
cloaked in complicated grammatical structure anghfsounding’ language rarely
produces high-level, well-expressed thinking’ (Mamg& Saxton, 1994:86). Haedicke &
Nellhaus express that ‘... the facilitator's expertisust translate into active listening

more than informing or instructing’ (2001:17). Man and Saxton support this:

The art of questioning involves not only the abititymake and deliver
good questions, it also involves active listenthgughtful answers and,
of equal importance, time to think. The key to ggoé@stioning igjuality
not quantity. (Morgan & Saxton, 1994:80)
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Suggestions for the post-performance dynamicsfallbw in the next section.

Post-Performance Dynamics

Engagement of audience members with the TIE perfacmaantinues after the theatre
group has left the respective school. Williamsd@&:202) upholds this: ‘But the event of
theatre, if it is to be an organic experience, duoggest when the actors and the audience
depart’. TIE is ‘a stimulus during and ling[ersieafa programme’ because ‘it offers a
memorable learning experience in a carefully-stmexdt form which guarantees its
assimilation by each individual child on his owrdé and by the whole group as a

collective memory’ (Schweitzer, 1980: 84).

1. Audience-Performance Engagement

a) Managing Post- Performance Engagement

Pammenter asserts that ‘Theatre is a social artiratite event of a TIE performance
which ‘appears before the child uninvented’, thesatihe group needs to take its social
responsibility ‘very seriously’ (Pammenter, 1993.6® the context where the
interactive theatre process centres on subjecensith as HIV/AIDS — which, due to
the high HIV infection rates in South Africa medhat many audience members, or
possibly family members will be directly affected HIV/AIDS — its capacity to invoke
an emotional response from audience members muakée into account. Bearing this
in mind, theatre practitioners cannot simply illmaie and explore issues without
bringing resolution to audience members in the fofremotional and intellectual
closure. In such cases, the collaboration of éghiiollow-up workers with TIE
performances, or the value of developing a strehaionship with local social workers

cannot be underestimated.

The closing event is the final impression that dqvarance leaves with the audience, and
should be purposefully selected and incorporatembisideration of what the TIE group
wishes their audience to walk away with. The lasioeinter should therefore be a
reinforcement of their message, and should betegléc answer to the question: “If the

audience members forget everything else, they teeegimembethis’. The concluding
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song, ‘It's my lifé’ encompasses and summarises Themba'’s goals amgbieat tune and
easily memorable words proved to be effective igagng audience members. This
occurred the most effectively at performances whigeebanner enabled learners to see
the words of the song and engage in the evenhgfrgg. Distributing pamphlets to
learners at Arthur Matthews as they left the penfmnce venue, without the visual aid of
a big banner, hindered engagement with learneifsegsvere not able to engage with the
song without the words displayed for their perusss. an observing audience member at
the first set of performances where the bannerusad, | can personally remember some
of the phrases of the song. The pamphlets makiewitemation available to audience
members and this in itself is a necessity; howdwvey might also be discarded in
dustbins, or be forgotten in a drawer. Converdaiyng able to engage in the song may
have a far more lasting impression on audience reesrthan leave-behind pamphlets.

2. Theatre Group

a) Debriefing as an Essential Element of Cohesion

As previously stated, the actor-educators are ¢né¢ral workforce and the work needs to
be kept real and alive for the actor-educatorgdeoto present it authentically as they
are the medium of the message.

Variation in the debriefing sessions will ensurgang stimulation and vitality due a
dynamic format. Any form of acting can place aag@emand on the performer
physically, emotionally and cognitively as actoattbexperience and reflect the
emotional journey of the characters in their expesa traumatic events, including
HIV/AIDS: ‘They move into a fictional world to perfm, and yet they come from and
return to ‘ordinary’ life’ (Jones, 1996:117).

Debriefing needs to happen on two levels: debredhtheir own experience with the
performance event and surrounding issues, andefilgriof the emotional journey of the
characters they portrayed, namely de-rolling. @athe practitioner can be approached to
put together creative and enriching debriefing dedolling exercises, tailor-made for
the needs of the specific theatre group.
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Registered Drama Therapist and director of the Berifheatre Company Paula Kingwill
contends that de-rolling is a ritual which funcgaas a tool or technique for stepping in
and out of character, i.e. ‘to make the transibetween the world of pretend/of not me

back to the world of 'me”. Kingwill describes itaportant role in a performance:

[...] taking on roles that carry a certain weightragavith them has
an effect on oneself in the long term. This effagiht be slow
and build up over time, so that you hardly evenaeadt first and
so that when you are suffering the consequencestiwhay be
anything from a feeling of depression, or of nontiag to play the
role anymore, or of not feeling like yourself) ydan't know why
you are feeling this way. De-rolling can help wgtleventing this
build up. Partly because it makes conscious ttietlat the role
you were playing carries some weight and that y@edrto choose
not to take it with you into the outside worldnt@rview with
Paula Kingwill)

Kingwill states that in the process of de-rollifigs more about making something
conscious’ endorsing an awareness to ‘choose tbdetand that if you don't let it go it

may continue to affect you in your day’:

| think if you do not do this, there is also thesgibility that you
will reduce sensitivity within the role in order pootect yourself
from the consequences and the uncomfortable feelifigterview
with Paula Kingwill)

Kingwill continues to point out that in the caseaatheatre group who works with
improvisation without sufficient de-briefing, theceuld be a very negative effect on the
show and ultimately the actors. She also affirnesitiportance in incorporating it as a

group ritual:

People can do this in many different ways whichpesonal to
them. But often they do not do it. So itis uséduhave a
ritualized process with the whole group to ensheg it does
happen. (Interview with Paula Kingwill)
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The recommendations in Chapter Seven serve as admsprove any form of TIE
process. These have included matters pertainitigetpre-performance dynamics and
preparation phases of a TIE production, and deemegsential for optimum production;
suggestions for facilitating optimum engagemenéarding two of the interactive
methods; proposed ideas for managing post-perfaenangagement; as well as raising
essential factors pertaining to the actor-educatGtsapter Eight will now follow with

concluding statements for this study.
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CHAPTER 8

Conclusion

The question of theatre’s transformative ability lrdsrmed the investigation dfow
change can occur through the vehicle of theattgs question has driven the focus of
this study in its exploration of interactive metspdpplied for educational purposes, with
specific reference to HIV/AIDS and adolescents.

At the outset, it has been acknowledged that amotsgsost powerful attributes,
theatre’s ability to engage both the facultiesezson (intellect) and emotion (feelings),
renders it as a medium for communication that geak to the whole person as a
sentient human beiffy This premise has reinforced the claimed capaditiieatre to
influence behaviour in light of the acknowledgedierstanding that the faculties of

reason and emotion play a role in the act of decisaaking.

The claimed assertion which has been investigatddrpims the stated goal of TIE,
which is to bring about a change of understandifigcordingly the capacity that
interactive theatre holds for effective learning lh@en explored in Chapter One. In this
chapter it has been highlighted how Interactive Tieeeomplies with the prerequisites
for effective learning in its ability to provide periential learning through active

participation and affective engagement.

71, Capable of perceiving by the senses; conscibExperiencing sensation or feeling.
(Dictionary.Com)
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For a better understanding of the origin and pugpad Interactive Theatre, a historical
outline of its development has been presented ap@h Two, concluding with its
evolution into present day TIE methods where agtiasdicipation plays a key role in the
learning experience. This discourse adheres tcettegnised view that effective learning

is dependant on engagement at a proactive andiaédevel.

To enable investigation into how an applied thefren would bring about a
transformation, a proposed framework for analysss lreen constructed in Chapter
Three, consisting of semiotics as a system forpnétation of qualitative data (such as
direct observations of a theatre performance), dumehtal theatrical elements as well as
a taxonomy for assessing engagement levels anestigas for its practical application.
This framework serves to assist in the interpretatibthe engagement levels of audience

members during an interactive TIE performance.

The documented goal of TIE to bring about a changederstanding aligns with the
primary objective of Interactive Themba Theatre (ITigmely to influence behavioural
change. This has positioned ITT as a relevant cadg &ir required investigation. An
outline of this interactive theatre group has beevided in Chapter Four, with specific

focus on the theatre group’s methodology and relaspects.

In Chapter Five, descriptive observations have leadad detailed account of the ITT
performance process, alongside consideration gba@nd post performance dynamics.
This has enabled a comprehensive overview of theediifl process, including
influential factors determining efficacy, and has\pded a resource for referral in the

consecutive chapters.

From the analyses in Chapter Six, it has been dstraiad that the effective usage of the
capacity of the interactive methods initially relien their ability to gain and maintain the
attention of the audiences. In-depth analysiddnagght the following conclusions to
light: A fundamental requirement for engagemeratisntion that is garnered through

interest and maintained through context and comtdativity. These in turn are also key
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factors for an effective learning experience. @bnting factors such as visibility and
audibility and relevant content that the learnens elate to and identify with are
influential factors that could impede the engagamoéfearners, and ultimately
undermine the learning process. In all the interagnethods, disinterest prevented
engagement at a deeper absorption level, and visgted where poor visibility and

inaudibility created a problem.

It has been demonstrated that the ITT interventisingar to the levels of engagement,
are consecutive, following one on the other, amdd@pendant of engagement in the
previous method. In principle the impact of eatieriactive method influences the
efficacy of the proceeding method. These methoelsharefore not independent, but are
rather interdependent and have a cumulative effethe collective effect is dependant

on the individual strength of each interactive ¢ven

In Chapter Seven, | have made several suggestomsproving the TIE programme and
have drawn attention to factors that need to bsidened, which will ultimately have a
substantial impact on a TIE process. Chapter Eightiraees to present final conclusions

for this study.

Theatre’s capacity to bring about Change

In view of Themba’s stated objective, an approachearning and behavioural change
through interactive theatre has been developed, twé understanding that learning
facilitates behavioural change (See Diagram C)s &hdrawn from Themba’s stated
objective: ‘[To] empower and educate young peopletmyiding accurate information
through the Interactive Themba Theatre (ITT) procéeseby influencing behaviour[al]
change to prevent the spread of HIV/AI*van Rooyen, 2007). In turn Themba’s
stated approach to effective learning highlightsvagarticipation as a determining
factor for learning, and is informed by the theofyPlato’s cave: ‘Knowledge can’t be

given. You give facts or information’ (Interviewit Eric Richardson).

8 Refer to Appendix G
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Although Themba claims to provide a learning expexé it is questioned whether the
ITT process conforms to the Cave allegory which naémstthat knowledge emanates
from an internal process of assimilation, and isexternally created. The allegory
illustrates that the infusion of knowledge is ndtese true learning occurs — rather, true
learning is found in a personal process of actorg@mplation and interaction with the

subject matter.

With this applied allegory informing the ITT methddgy, its actual application to the
Themba productions is questioned in light of thecontes of this study. From research
undertaken, learners do not always engage in theri@thods and therefore the process
becomes primarily information-driven. Themba hagetlgped an expertise in providing
factual information about HIV/AIDS, but in terms tbfeir approach to learning — driven
by Plato’s Cave allegory — as to whether learneggpeedominantly actively engaging

with the subject matter, the ITT process is queshtma

In light of this overriding objective, | would r&ghe argument that the dissemination of
knowledge in itself might not be sufficient to ‘kepeople that are HIV negative, HIV
negative’ and to ‘stop the spread of HIV’ by casayg a change of behaviour which will
enable these results (Interview with Eric Richanjsadrhis is shown in the fact that
although adolescents have received much informatbamut HIV/AIDS, this has not

translated into significant behavioural change eoning sexual activity:

Adolescents appear to have a high level of awasealegut HIV/
AIDS but this has not translated into substanteddvior change.
They have more than one sexual partner; betweenaf@60% of
adolescents have more than one partner within atmperiod.
Few perceive themselves to be at risk, few takendesl for safer
sex seriously, and do not see AIDS as a persoredtthalthough
most adolescents acknowledge the disease's sevitigytell,
2005:5)

Although learning may result in behavioural chartge,Social Learning Theory states
that learning can occur ‘without a change in bebidwand ‘may or may not result in a

behaviour change’ (Ormrod, 1999). This theory pms# learning as a category, but not

154



as the catalyst of behavioural change. When legnakes places at an affective level,
however, it can have a sizable effect on impresditenadolescents. Due to theatre’s
ability to access the thoughts and feelings adiitdiences, it has been maintained that
theatre has the ability to speak to the psyche@htuman being. Theatre asaahform,
triggers emotions and as a result, can bypassaheaf lobe of reason (Refer to
Appendix C — Aesthetics and Neurons). How emotauhgance reason is further

explained by Goleman:

Because it takes the rational mind a moment orlbrnger to
register and respond than it does the emotionad ptine “first
impulse” in an emotional situation is the heamist the head's.
(Goleman, 2004:293)

In view of Daniel Goleman’s assertion regardinghbibie emotional brain and the
intellectual brain, which are active elements @& fltuman being, it can be said that the
Arts have the capacity to bypass the frontal lobde brain — the plane of reason and
intellect — and connect directly with the emotiosigle of the human being (Goleman,
1995: 13-29). Theatre’s strong emotive quality ¢f@me renders it as a powerful force
that can speak directly to the deep level of thedwu soul. This force enables theatre to
powerfully influence the lives of its audience margy As an art form with the capacity
to influence both the heart and mind of its audégrtiseatre is powerfully positioned to

bring about a transformation of sort:

Art has the most wonderful advantage of being &blavade the
private world and thinking of the audience. Arhahsarm and
relax the audience, and then, when all the guarsld@wn, it can
throw thought bombgto the heart that will explode with the kick
of inspiration and awe immediately, or preferaldtgrasome
contemplation, some time later [...] Propaganda aorif and
alienates, art should disarm and convict. (McKeR805:8)

When working with the human being, whether to infar influence in any capacity, it
must be taken into account that as sentient cregttive faculty of the human mind is not
the only avenue of influence, but that the soulahsion (including thoughts, feelings
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and attitudes) is a component of the human beiagishas impressionable, if not more
so. Engaging with the soul presents a direct cHafriefluence which can be harnessed
— rendering Interactive Theatre as a medium oftgregential in providing an authentic

learning experience as it involves active partitgraon an affective level.

Addressing Adolescents on HIV/AIDS

The specific choice of adolescents as a target aceligroup is justified by their
developmental stage of identity formation: ‘Nevet#ss, there is much evidence that the
timing of puberty, rather than puberty itself, ssaciated with behavioural changes in
adolescence’ (Bergevin et al, 2003:399). To addiessssue of HIV/AIDS requires
addressing the primary causes of this pandemiqandimply its devastating impact.
With national and international statistics listagolescents’ sexual behaviour as one of
the major reasons for the spread of HIV/AIDS, thiene of the aspects that need to be
addressed.

The laws in South Africa governing the sexual bebtiarvof adolescents state that no
adult may engage in any form of sexual behaviotin @iperson under the age of 16 —
without or without the consent of the minor (Crimli.aw, Section 16, 2007). Although
in dispute, stipulations regulating sexual behawvamong adolescents presently include
the prohibition of kissing and touching (South &&iTravel Guide, n.d.). These
regulations which are enforced specifically in $oéfrica will not necessarily prevent
adolescents’ engaging in sexual behaviour. Irtlaflthe increasing HIV/AIDS
pandemic the alternative message of condom usageasiot a sustainable solution due
to numerous reports on faulty circulated condonpst@20 million defective condoms

have been reported at one point in time) (Newsd,2007).

The decision regarding consensual sexual behawouttimately, an internal decision,
as ultimate regulation of sexual activity lies wikte individual — this decision will be
driven by an internal value-system. A value-sysiefluences one’s decision-making as

it classifies what is important and what is notdach individual. The developmental
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stage of adolescents position them at a place wheyeare forming personal value-
systems, and this process could thus create urssag@otential for influencing
behaviour. Based on this premise | would argueftrdransformation in this regard,
one needs to speak to their value-system.

In order to address this issue, one would needdoess the perceived value of sexual
behaviour and its role in healthy human relatiopshiAs sexual intercourse is
acknowledged to involve the whole person — mentalfysically, emotionally and
spiritually — simply providing factual informatiomill not engage a person holistically,
which is required for sustained behavioural chanbe this end, emotionally driven and
spiritually conscious input would be a prerequisitea person to appraise their personal
value system, from which their perceptions of thkig and relevance of sexual activity
is based. In accordance with this premise, | wawntgie that for transformation to occur
in this area, the engagement of human value-systerus to be considered. As this
study has indicated, theatre has the capacitydaksip the level of the conscious where
the value-system is embedded, and has the alalibharmonize head and heart’ in
addressing this concern of sexual behaviour andADS (Goleman, 2004:29).

Goleman elaborates:

The emotions, then, matter for rationality. In tlaece of feeling
and thought the emotional faculty guides our mortemhoment
decisions, working hand-in-hand with the rationahan enabling —
or disabling — thought itself. (Goleman, 2004:28)

As an aspiring theatre practitioner, my person@rest in theatre as a transformative
agent in contemporary society has motivated theldpment of this study — in
particular, | have found theatre’s ability to ceean authentic learning experience for its
audiences a compelling dynamic: This essentiallgeentheatre as a forceful and
proactive tool for education and mobilization ofiac where change is needed. The

words of globally applauded theatre practitionergisto Boal, summarize this:

Theatre is a form of knowledge; it should and ca&o &le a means
of transforming society. Theatre can help us boildfuture,
rather than just waiting for it. (Boal, 1992: xxxi
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Appendix A

Abstract from “ Emotional Intelligencé by Daniel Goleman. (pp.8-9).

A friend was telling me about her divorce, a paisparation. Her husband had fallen
in love with a younger woman at work, and suddemigounced he was leaving to live
with the other woman. Months of bitter wranglingeo house, money, and custody of the
children followed. Now, some months later, she sagng that her independence was
appealing to her, that she was happy to be onwaer ¢l just don’t think about him
anymore — | really don’t care,” she said. Butlas said it, her eyes momentarily welled

up with tears.

That moment of teary eyes could easily pass unndedl the empathic understanding
that someone’s watering eyes means she is sadalespiwords to the contrary is an act
of comprehending just as surely as is distillingamiag from words on a printed page.
One is an act of the emotional mind, the othehefrational mind. In a very real sense

we have two minds, one that thinks and one thds.fee

These two fundamentally different ways of knowintgract to construct our mental life.
One, the rational mind, is the mode of comprehensie are typically conscious of:

more prominent in awareness, thoughtful, able tadpo and reflect. But alongside that
there is another system of knowing: impulsive aodegrful, if sometimes illogical — the

emotional mind.

The emotional/rational dichotomy approximates thk éiostinction between “heart” and
“head”; knowing something is right “in the hears’a different order of conviction —
somehow a deeper kind of certainty — than thinkiagvith your rational mind. There is
a steady gradient in the ratio of rational-to-emmaail control over the mind; the more
intense the feeling, the more dominant the emotiomad becomes — and the more
ineffectual the rational. There is an arrangemiegit seems to stem from eons of

evolutionary advantage to having emotions andfiots guide our instantaneous
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response in situations where our lives are in peaihd where pausing to think over what

to do could cost us our lives.

These two minds, the emotional and the rationaltagpen tight harmony for the most
part, intertwining their very different ways of kmimg to guide us through the world.
Ordinarily there is a balance between emotionalratidnal minds, with emotion feeding
into and informing the operations of the rationahdy and the rational mind refining and
sometimes vetoing the inputs of the emotions.|, #tié emotional and rational minds are
semi-independent faculties, each, as we shallrsBiecting the operation of distinct, but

interconnected, circuitry in the brain.

In many or most moments, these minds are exquisitedrdinated; feelings are essential
to thought, thought to feeling. But when passismge the balance tips: it is the
emotional mind that captures the upper hand, swagrpie rational mind. The
sixteenth-century humanist Erasmus of Rotterdameniro& satirical vein of this

perennial tension between reason and emotion.

Jupiter has bestowed far more passion than reagon eould calculate the ratio
as 24 to one. He set up two raging tyrants in spiom to Reason’s solitary
power: anger and lust. How far Reason can prexggiinst the combined forces
of these two the common life of man makes quitarclé&Reason does the only
thing she can and shouts herself hoarse, repdatimyllas of virtue, while the
other two bid her go hang yourself, and are inénggyg noisy and offensive, until
at last their Ruler is exhausted, gives up, ancesders.
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k. Appendix B

David Patient is an extraordinary man, and not telgause he’s been living healthily
with HIV for 20 years. .His story is an inspiring one, and while he doeskdim to have

all the answers to why he’s survived when millibiasen’t, his outlook on life, AIDS

and what it's all about is inspiring.

| first met David at an international conferencegeople living with HIV/AIDS about 7
years ago, ... was fascinated by this man who hadl larrelatively healthy life with HIV
for 13 years then, while others were dying withiiew years. He was already considered
a curiosity, and he spoke of dialoguing with hisugiso that he could co-exist with it.

... He is South Africa's longest HIV survivor, andeasf only a handful in the world who

have lived so long. He takes no anti-retrovirals.

David has been prodded and probed by dozens ainadss trying to discover why he
has never progressed to AIDS. . ... | have beenedualy the who's who of HIV,

including all three of the co-discoverers of theusi so | feel | have done my bit."...

...My logic was that in any holocaust, war, plagugandemic, there were always one or
two people who lived to tell the story — and whylcim't one of those people be me?
Somebody had to stay alive to tell the story fottadse who had died with their song still
in them, unsung.’... He and Neil Orr are working floe National AIDS Council of
Mozambique, on a programme called Vida PositivatResLiving, a behaviour change
model ...HIV, believes David, is about equity. ‘Wihmen can respect women as more
than life support systems for a vagina and womaimctheir rights, then HIV will start

to decline. But with all the cultural beliefs amalthe role and rights of women, HIV will
stay entrenched in our reality.” His personaldessie says, is that people treat him the
way he teaches them to treat him. ...

http://www.altheal.org/testimonies/dpatient2.htm
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Appendix C
Theatre of the Oppressed

In order to understand the poetics of the oppressed must keep in mind its main
objective: to change the people — ‘spectators’ sspa beings in the theatrical
phenomenon — into subjects, into actors, transfsrmokthe dramatic action. | hope that
the differences remain clear. Aristotle proposesetics in which the spectator delegates
power to the dramatic character so that the lattay act and think for him. Brecht
proposes a poetics in which the spectator delegetesr to the character who thus acts
in his place but the spectator reserves the ragthink for himself, often in opposition to
the character. In the first case a ‘catharsisuogcin the second an awakening of critical
consciousness. But the poetics of the oppressesés on the action itself: the spectator
delegates no power to the character (or actorgetthact or to think in his place; on the
contrary, he himself assumes the protagonic rdlanges the dramatic action, tries out
solutions, discusses plans for change — in shaing himself for real action. In this
case, perhaps the theatre is not revolutionaryselfj but is surely a rehearsal for the

revolution. The liberated spectator, as a wholsg®grlaunches into action.

“TIE and the Theatre of the Oppressed
(Vine, 1993:110).

Aesthetics and Neurons

The Aesthetics of the Oppressed is based on thati$icdact that in any individual
when the neurons of sensory perception — the otlise nervous system — are activated,
these neurons do not get filled up, like the byitesa computer, storing aesthetic
information. They neither empty nor fill — knowlezlgloes not take up space, as
common sense tells us! In contrast to solitarye®ywwhen stimulated, neurons from
circuits which become ever more capable of recgidnd transmitting more and more
simultaneous messages — sensory or motor, absiraemotional — enriching their
functionality and activating neighboring neuronstisat they too go into action, creating

ever greater networks of linked circuits which maks remember other circuits,
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establishing relations between circuits which namtsome semblance or affinity
between themselves, which enables us to creatatinweagine. Imagination is memory
transformed by desire. The neurons are alreadiyngtdo be produced in the fetus, in an
accelerated manner, by the third week of uterife liThey are all similar, with no
specialization. Depending on where they are tdinaly installed, they are specialized
in the function that they will need there: They atastic. If they go to the auditory
nerve, they specialize in transmitting sounds #dérebral cortex, if to the optic nerve,
images, and so on. The messages received by tlex eosounds, images, smells, tastes,
cutaneous sensations, ideas, physiognomies — d@ramsdl into neuron circuits, relate
with other circuits already existing in deeper andre fixed strata of the brain, and can
be carried back to the cortex, where they will gyggen dialogue with the new messages,
a dialogue from which will emerge the subject’sidiens.

All these modified circuits will return to the sabrtical strata where they will influence
the reception of new messages with which they metsaime relationship. The primary
sounds will influence the reception of new souritle; primary images, new images, the
old words will be confronted with new words; oldnocepts with new concepts; primary
values with new values. None of these primaryhaicelements are immutable. They
can be modified, substituted because they areefotid — nothing in the human being is
definitive! But they have influence. If the brani a television viewer is filled with
Hollywood-inspired films, void of ideas and full bfute force (which is their only form
of dialogue), it stands to reason that these shmispbs, explosions, punches and
machine-gun volleys are going to influence thislésg viewer’s future perception of the
world. They are going to influence his decisions.is not the violence per se which
causes damage to the viewer, but the lack of ralgofor this physical activity. When
dealing with Rambo and other “super-heroes” ofstb-species, Empathy plays a very
dangerous role. Empatheia, in Greek, means theisisaexperience of feelings and
thoughts of others — characters in the performimtg, ar a real person in daily life. This

is especially potent when imposed by the ProtagamiSragedy on passive spectators.

“The Aesthetics of the Oppressed Augusto Boal, (2006: 21-23).
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Appendix D
CATALYSTS IN THEATRE'S EVOLUTION

The 1960’s marked a significant change in the wofltheatre. Worldwide uprisings
against existing political regimes filtered throughthe arts and altered the role of theatre
and its denoted value in society. Incited by thenEh revolution of 1968, theatre
activists pioneered new avenues of performanceshadentred on the needs of present

day communities and ignited innovative theatre psax

Uprisings against the incumbent De Gaulle goverrinmeh968 resulted in major street
riots undertaken by two-thirds of the entire Fretatsour force and an escalating number
of students throughout the country. Although tbétigal impact of these upheavals lost
momentum towards the end, 1968 is branded as ‘#tershed moment’ that left, in its

wake, an ‘enormous social impact’ on the countdgselopment of social ethics.

Conservative morality, encompassing religion, péasm and respect for authority, was
replaced with liberal morality, harnessing equalégxual liberation and human rights,
and which dominates present day French societyif#fika, 2008). Democratic socialist
ideals of the time inspired ‘radical artists’ whppmsed ‘the disparities in power caused
by class, racial and/or regional differences’, émture into unconventional performance
methods in order to ‘help workers, peasants, ahdrstto oppose capitalist power’
(Zarrilli et al, 2006:430).

The unusual practice of performing outside the trawial theatre space (i.e. a building
with an elevated stage) was also embarked updalinduring 1968 by theatre activists
Dario Fo and his playwright-actor wife, Franca Rarii@éese crusaders performed at
several conventions and rallies for progressivesesufrequently donating the proceeds
to radical political movements (Zarrilli et al, 20081). With performances such as

” Accidental Death of an Anarchist a farcical attack on police corruption’ — Fadan
Rame ‘broke from the commercial theatre to esthldisheatrical cooperative’ which
addressed contemporary social issues in a newrpefwe space within ‘culturally-

deprived zones’ (p.437). Akin to these radicaktst theatre activists in the 1970’s and
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1980’s employed theatrical means in pursuing altgiom in the political and economic
censorship of their countries toward a more libaral egalitarian version of ‘democratic
socialism’ (Zarrilli et al, 2006:432). In this veme of reformation, radical theatre artists

of the post-1968 era explored innovative theatrthods to impact their audiences:

They targeted non-theatre audiences of agriculturaddustrial
labourers, often worked in collective and creatieypcollaboratively,
and generally incorporated many elements of folk popular culture
without, however, bowing to commercial tastes duesa. (Zarrilli et al,
2006:432)
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Appendix E

Prochaska and DiClemente’s Stages of Change Model

Stage of Change

Characteristics

Techniques

Pre-contemplation

Not currently considering
change: "Ignorance is bliss"

Validate lack of readiness
Clarify: decision is theirs
Encourage re-evaluation of
current behaviour

Encourage self-exploration, not
action

Explain and personalize the risk

Contemplation

Ambivalent about change:
"Sitting on the fence”
Not considering change within
the next month

Validate lack of readiness
Clarify: decision is theirs
Encourage evaluation of pros
and cons of behaviour change
Identify and promote new,
positive outcome expectations

Preparation Some experience with change | ¢ Identify and assist in problem
and are trying to change: solving re: obstacles
"Testing the waters” ¢ Help patient identify social
support
Planning to act within 1month | ¢ Verify that patienthas
underlying skills for behaviour
change
¢ Encourage small initial steps
Action Practicing new behaviour for 3- | « Focus on restructuring cues

6 months

and social support

Bolster self-efficacy for dealing
with obstacles

Combat feelings of loss and
reiterate long-term benefits

Maintenance

Continued commitment to
sustaining new behaviour
Post-6 months to 5 years

Plan for follow-up support
Reinforce internal rewards
Discuss coping with relapse

Relapse

Resumption of old behaviours:
"Fall from grace”

o

Evaluate trigger for relapse
Reassess motivation and
barriers

Plan stronger coping strategies
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Appendix F
Plato’s “Allegory of the Cavé

In the allegory, Plato likens people untutoredhi@ Theory of Forms to prisoners
chained in a cave, unable to turn their headsth&ly can see is the wall of the cave.
Behind them burns a fire. Between the fire andatfigoners there is a parapet, along
which puppeteers can walk. The puppeteers, whbedried the prisoners, hold up
puppets that cast shadows on the wall of the cabe. prisoners are unable to see
these puppets, the real objects, that pass betémd. What the prisoners see and hear
are shadows and echoes cast by objects that thegtd®e. [...] Such prisoners
would mistake appearance for reality. They wouldkHhhe things they see on the
wall (the shadows) were real; they would know noghof the real causes of the
shadows. [...] The prisoners may learn what a bodly iheir experience with
shadows of books. But they would be mistaken iy tiught that the word “book”
refers to something that any of them has ever g&amen, 2006)
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Appendix G

themba gﬂD

http://www.geocities.com/thembahiv/index.htraccessed 24 October 2007
This page was last updated on 27-May-2007

[ ABOUT US ]

Winners of the Mail and Guardian’s 2006 “Investing the Future” Merit Award for Most
Innovative Project.

Our funders include:

* Comic Relief

» Joseph Rowntree Charitable Trust
Elton John AIDS Foundation

e Bishop Simeon Trust, UK

Read our Annual Report, 2005

The Themba HIV/AIDS Organisation has been delivering interactive performances to schools, community
based organisations and businesses in Gauteng, South Africa, since February 2002. The focus of the
Interactive Themba Theatre process is influencing behaviour to prevent the spread of HIV.

Themba also provides training for people in community based organisations, schools, work places, and youth
correctional centres. All the training is interactive and participatory using effective action-based learning
methodologies.

Over 50,000 people have benefited so far. In their interactions with the Interactive Themba Theatre (ITT)
Process, participants have engaged with the “actor-educators” and facilitators. They have shared their
concerns, practiced negotiating risk-free sexual encounters, taken on roles within the drama and interacted with
the characters, spoken about different kinds of sexual activity, and learnt more about the risks of unsafe sex
and HIV and AIDS. The actor-educators and audiences have contributed to making ITT a process specific to
South African HIV and AIDS contexts.

All the work - both performances and training workshops - is based on internationally recognised behaviour
change methods. In addition, the methods we use are informed by a range of theatre methodologies including
Forum Theatre, drama therapy, psychodrama, theatre games, improvisation, formal teaching methods, play
devising, play directing and performance. We have a range of plays which we develop to suit different
audiences and age groups, and the learning outcomes vary with the different plays. All plays (with interactive
activities) cover aspects of communication, relationships, discrimination, attitudes, sexual behaviour, ignorance
and stigma — within the context of HIV, AIDS, and traditional norms and myths.

We offer interactive training modules to trainers so that they can go into their communities or workplaces to put
on plays about HIV, AIDS, safer sexual practices and related issues. Our training workshops can last two hours,
or we can offer a full two weeks of training. We've conducted these two week modules in Gauteng, Limpopo
and KwaZulu Natal, South Africa. The participants learn about HIV and AIDS as well as becoming actively
involved in the ITT process.
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The culmination of the workshops is the creation by participants of devised plays around issues to do with HIV
and AIDS. These plays carry messages which include the importance of knowing whether or not one has the
HI-virus, living positively, stigma and discrimination, being a role model in one’s community, as well as
encouraging the delay of first sexual encounter, engaging in safe(r) sex, and negotiation around different sexual
activities.

The Executive Director is Kim Hope.

“We are all HIV+ until proven negative. Let's gessted now!"

themba gﬁD

Preventing the spread of HIV/AIDS in young people.

[ VISION ]

[ MISSION ]

Developing Interactive Theatre process to enable dialogue and influence behaviour change among young
people to prevent the spread of HIV/AIDS.

[ OBJECTIVES ]

1. Empower and educate young people by providing accurate information through the Interactive Themba
Theatre (ITT) process, thereby influencing behaviour change to prevent the spread of HIV/AIDS.

2. Develop an effective South African tool (including mechanisms for dissemination, manuals, training,
methodology and workshops) to influence behaviour change.

Develop a core group of Themba actor-educators to advocate and sustain the initiative.
From these actor-educators create further Interactive Themba Theatre Companies to further the work in schools
and businesses.

[ METHODS |

The Themba HIV/AIDS Organisation has developed the “Interactive Themba Theatre” (ITT) methodology to
help individuals explore ways of transforming their lives and give them strategies to keep themselves safe within
the specific context of HIV and AIDS in Southern Africa.

This methodology uses a range of interactive theatre techniques from a variety of sources including aspects of
drama therapy, psychodrama, theatre games, improvisation, formal teaching methods, forum theatre, play
devising, play directing and performance. A unique feature of the methodology is the use of short ‘cameo’
scenes that demonstrate a variety of possible responses to situations involving sexual encounters and to stigma
and discrimination at work.

* Colour-coded visual aids are also used to impart clear messages about sex using popular terms and
language.

¢ Clarification, to prevent cross-cultural misunderstanding, is achieved by inviting audience members to
offer alternative words to ensure understanding is achieved among the whole audience.
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While the original work was informed by the Forum Theatre technique, this was found to be not flexible enough
to address the complexities of the HIV/AIDS pandemic in South Africa. Therefore this new methodology
(Interactive Themba Theatre) enhancing the Forum Theatre Techniques has been created (and is still
developing). Its development is based on the experiences of the group in devising and using material, and the
wider experiences of the manager in charge of rehearsal and development of our plays. The Prochaska &
Diclemente behaviour change model informs the methodology. The Interactive Themba Theatre (ITT) Process
intervenes directly at the ‘pre-contemplative’, ‘contemplative’ and ‘decision making’ (‘determination/preparation’)
stages of the Cycle of Change model. Our work allows for both an abstinence based and a “harm reduction”
(i.e. condom use, fewer partners, delaying first sexual encounter etc) approach to HIV and AIDS prevention. ITT
also affirms healthy behaviour at the ‘action’ and ‘maintenance’ stages.

Both the content of the plays and the subsequent audience involvement promote appropriate care and concern
for people infected with and affected by HIV and AIDS, within a context of human rights and social justice.
“The cutting edge nature of Themba’s work places it in a position to continue to be innovative in

exploring alternative messages to engage people in positive behaviour change.”

-Colin Collett van Rooyen. External Evaluation oft  he Themba HIV/AIDS Project, 2003
[ HISTORY ]

The Themba Project began in Johannesburg in 1996 with two trainers, Kim Hope and Theresa Lynne. It ran
‘training for trainers’ workshops to help extend the skills of creative conflict resolution in young people, church
leaders, community leaders, teachers, youth workers, people in prisons, and women’s groups. The
methodology included Drama processes, and the workshops were interactive and experiential, with participants
actively involved in working towards peaceful change. Workshops were held in Gauteng, Eastern and Western
Cape and Kwa Zulu Natal. In 1998 the Themba Project was taken over by two South Africans in the Eastern
Cape who extended the work of the Project and ran it until 1999 when it was reviewed in the light of emerging
issues caused by the HIV epidemic. In partnership with the Trevor Huddleston CR Memorial Centre, this Project
was formed.

[ CONTACT ]
Themba HIV/AIDS Organisation — celebrating 5 years  of success!

Winners of the Mail and Guardian’s 2006 “Investing the Future” Merit Award for Most
Innovative Project.

The Organisation’s head offices are located in Braamfontein, Johannesburg, South Africa.
Our postal address is:

Box 32705, Braamfontein 2017 South Africa

Our physical address is:

58 Jorissen Street, Braamfontein (opposite University Corner, University of the Witwatersrand)

Fax: +2711 403 9333
Tel: +27 11 403 7222; 403 9367
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Learners at Arthur Matthews Primary — February 2008.
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| nter viewees

Interview with Kim Hope

1. What was your journey to Themba?
2. Your journey as a Theatre practitioner?

Themba
1. How was Themba established? What was the inspiratiol how did it come
about?
2. What were the primary purposes / goals? Havedlrelved? Are they the same
today?
Theatre Group
1. How / what kind of people are chosen as actorsotarlucators?
2. What does training and preparation of personnetisbof?
3. What does the term actor-educator imply?
4. How important is it for Themba to have ‘trainedast?
5. Actors are exposed to the serious subject-matteri\@fAIDS the whole day —
has this posed a potential problem? Does it affecperformances?
6. Are there any other forms of debriefing excepttfa repeated exercise of asking
the questions: What have | done well? What canditferently?
Audience

1. Who is the target audience for Themba?

2. Will they adapt certain aesthetics / tools thatwmed for engagement such as
music?

3. What is the primary language used for performances?

Perfor mances

1. Why the term actor-educator?

2. How important is audience research?

3. What performance-style is suitable according to fgsuhe work that Themba
wants to do?

4. Is there any form of counselling afterward for thalience members and / or
performers?

Assessments

1. What are ITT’s goals?
2. How does Themba assess whether they've reacheds#dteut goals?



I nterview with Eric Richardson

Eric
1. How did you end up working at Themba? What was youmey?
Themba
1. How was the organization established?
2. What are Themba'’s primary goals?
Theatre Group
1. On the training and preparation for actor-educ&tors
2. Actors are exposed to the serious subject-mattBr/éiDS the whole day — has
this posed a potential problem? Is there any fdrgoanselling for performers?
3. What time do actor-educators need to be at Thentiegid-offices and till what
time are they scheduled to work?
4. How important are warm-up sessions and debriefsgisns iryour view?
5. On the ITT methodology and its approach to learhing
Audience
1. Who is the target audience for Themba?
2. Will Themba adapt certain aesthetics / tools thatsed to engage audiences of
different cultures such as music for instances?
3. Is there any form of research done pertaining ¢éatéinget audience groups?
Perfor mances
1. Why the term actor-educator?
2. How important is audience research?
3. On the interactive methods and their purpose?
4. What performance-style is suitable according to fgouhe work that Themba
wants to do?
5. Is there any form of audience research?
Assessments
1. What are ITT’s goals?
2. How do they assess whether they've reached theoweayoals?



| nter view with Bongani Sihlangu

Theatre Group

On the ITT methodology and its approach to learping

On the interactive methods and their approachamlag?

How are candidates chosen?

On the training and preparation for actor-educ&tors

What does the term actor-educator imply?

Actors are exposed to the serious subject-mattell\6fAIDS the whole day —
has this posed a potential problem? Does it affest performances?

Are there any other forms of debriefing excepttfa repeated exercise of asking
the questions:What have | done well?’, and What can | do differently?’

8. Where do most of the employees stay?

9. Is travelling a problem at any level?

10.What time do actor-educators need to be at Thenfigad-offices and till what
time are they scheduled to work?

oA ONE

~

Audience

1. Who is the target audience for Themba?

2. Will they adapt certain aesthetics / tools thatused for engagement, such as
music?

3. What is the primary language for performances?

4. Is there any form of follow-up work with school aexices?

5. Is any form of research done on the target audigrnogps?

Perfor mances

Where does Themba mostly perform?

Why the term actor-educator?

How important is audience research?

What performance-style is suitable according to fgsuhe work Themba wants
to do?

Is there any form of counselling afterward for thalience members and / or
performers?

6. Are actor-educators supposed to do a warm-up befxk performance?

PwppPE

o

Assessments

1. What are ITT’s goals?
2. How does Themba assess whether they’'ve reached#dteut goals?



I nterview question for Paula Kingwill

From the viewpoint of adrama therapist and theatre practitioner, what arethe
effectsif an actor does not undertake debriefing and de-rolling exercises? If
performersdiveinto a production without undertaking warm-up and/or focus
exer cises, how, in your opinion, will thisimpact the performer on thelong run?
What effect will it leave on the performer if they go directly home day after day,

after having engaged in the emotional journey of a character?
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