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ABSTRACT

My interest in conducting this empirical researgplering music as a tool for rehabilitation and
empowerment of prison offenders was sparked by lsgiwvation in 2002 of the problematic use
of music at Mthatha Medium Correctional Centre (MBACMusic activities were simply a
microcosm of music activities outside prison, ardpite the existence of the National Offenders
Choir Competitions (NOCC) since 1997, neither affiers nor Department of Correctional
Services (DCS) Officials seemed to regard partteypan such activities as music education, let
alone rehabilitative or empowering. In 2007 | cocted a one-year Participatory Action
Research project of four cycles or stages, in tis®p, intended to work towards developing and
improving musical, self-reflexive, and other lifiels. | then used Michel Foucault’s notion of
‘panopticism’ (1978) and Paulo Freire’s theory @dnscientizacad’1970) to intepret the music
styles, practices, and performances developedgltmaproject and their impact on those

involved.

Two central questions underpinning this study dre what extent do music activities subvert
the watchfulness of the prison system and envirantth@nd ‘How does music encourage
offenders to transcend their prisoner status aimdeat their lives as musicians ‘behind bars’,
better able to reintegrate into society as rehab@d citizens?’ Through narrative enquiry and
thematic content analysis | examine how the pgaicis’ critical consciousness about music and
about themselves was raised and the way in whiglptthxis (reflection and action) method had
changed their lives. In the light of the resultenfrthis approach and context, | devised a set of

recommendations for a music education curriculumrfgplementation in South African prisons,



suggesting that it be implemented using a dialddjfealong learning (DLLL) theoretical

approach.

Keywords: prison,‘panopticon’ or ‘panopticism’, conscientizacédo ntegration, rehabilitation,
participatory action research, narrative enquingntatic content analysis, praxis, and dialogical
life long learning theory.
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Acronymsand glossary of terms

Acronyms:

AR Action Research

DCS Department of Correctional Services

DoE Department of Education

DSRAC Department of Sport, Recreation, Arts and@el
HOD Head of Department

MMCC Mthatha Medium Correctional Centre

MPAR Music Participatory Action Research

NOCC National Offenders Choral Competitions

PAR Participatory Action Research

Glossary of terms:

Area Manager: the most senior manager of Mthatha Medium Corraati€entre employed by
DCS in South Africa.

Evaluators: research actors of a special category who areehyaarticipants or subjects
involved in the research as evaluators of the lagrar research attempts of the research
actors. They were music experts and / or reseaqpérts and participated only at cycle-
end meetings.

Facilitator: main researcher in charge of the whole reseastid or research project and
author of this thesis.

Heads of Prison: senior managers who head the various departroéMghatha Medium
Correctional Services and serve under the Area gEma

Inside and outside groups: research actors / participants or subjects involudte research
located inside the prison or outside the prison.

Local coordinators. participants / subjects or research actors whodioated the research

activities inside the prison.



Meetings: the research meetings of research actors whetfgeadliscussions, debates, practices,
rehearsals and learning occurred, weekly, forthygdmd at the end of each cycle.

Mthatha M edium Correctional Centre: Mthatha prison / the prison / the centre.

Music circle learners. research actors / subjects or participants i ttegacity as members or
learners in the various music circles or reseamups with whom and upon which
research was enacted.

Music circles: research groups / music groups / classrooms weaneing, practices; rehearsals
and research took place. The term is indebted tdoH&eire’s 1993(1970) term ‘culture
circles’ in which illiterate communities held dission meetings to teach one another
reading and writing skills.

Offenders: inmates or prisoners.

Resear ch activities: music activities, research process inside and difgiison.

Resear ch actors: all core researchers / participants or subjectsair various capacities:
research leaders, research coordinators, localdcwdors, music circle learners,
facilitator and research evaluators involved in riagearch. This term emanates from the
juxtaposition of the various tasks performed by résearch actors as leaders, managers,
contributors to knowledge production as learners @searchers in training throughout
the project.

Resear ch cycles: the four phases or stages of AR or PAR takingeplaithin one year. In the
case of this research, each cycle was carriedaperiod of three months and concluded
with a cycle-end meeting. Thus ‘cycle’ here meamaething different from the one-year
‘cycle’ as used by other PAR researchers.

Resear ch coordinators. research actors / participants/ subjects who coatdd the research
process inside and outside prison.

Resear ch leaders: participants / subjects / research actors leatthiegnusic circles.

Study: this research / research project / MPAR.



CHAPTER 1: ORIENTATION AND BACKGROUND

1.1 Introduction and background to the study

My first introduction to Mthatha Medium Correctidr@entre (MMCC) was in 1997,
when | was a voluntary counsellor of young offesdand women offenders working in
the Rhema Umtata Christian Church’s prison minis#hg a result of my experiences
there and my encounter with the prison choir coitipes | wrote a Masters thesis
(Twani 2002) on music activities at MMCC, which ped a valuable and enriching
experience, motivating me to continue my work attdal level. MMCC is an all-male
precinct with four sections: a Juvenile sectionyfloung offenders up to 25 years old, a
Medium section for young offenders beyond 25 yedrs have short-term sentences for
‘medium’ crimes, a C section for adults who havenoatted ‘medium-term’ crimes, and
a D section for adult offenders of ‘serious’ crimes

In my Masters work | had an opportunity to enter World of music and musicians
behind bars and be close to them as a particiges@reer, an experience that in social
and participatory action research is described“salal and authentic scientific
investigation” within qualitative research (Bablbied Mouton 2006: 53; see also
Macintyre 2008: 16). Such entry into the world leé participants, Babbie and Mouton
argue, “offers meaningful opportunities for obtagpidata that could not be obtained
otherwise” (Ibid: 57). | observed the musical kfiethe Centre, which had developed over
time and was quite rich, taking the form of gosgpadl choral music for female, male,
juvenile and mixed choirs, and traditional musictsasisicathamiya® imfene/uhubh@,
intlombe® andindlame/u®

! The prison was formerly known as Umtata Prisonasitbquially as Wellington Prison. | refer to it
hereafter mostly as MMCC, the Prison, or the Centre

2 Since the publication of the Department of Coitetl ServicesWhite Paper on Corrections in South
Africa (2005), prisoners are no longer referred to asédit@si but as ‘offenders’, although offenders still
use the word ‘inmates’ among themselves.

3 |sicathamiyais a Zulu male capellasinging style. The word means ‘on tip-toe’ or &rstalking
approach’lsicathamiya(unlike its predecessambubg focuses on achieving a harmonious blend between
voices. The name also refers to the style's tigttlyreographed dance moves that keep singers ion the
toes.Isicathamiyas roots reach back to before the turn of the twegntcentury, when men left their
homelands in order to search for work in the citiesday,isicathamiyacompetitions in Johannesburg and
Durban take place on Saturday nights, with up tel8tirs performing from 20h00 to 08h00 the follogin
morning.

“Uhubhe/lmfenés one of the South African dance styles thatddely practised and performed in the

rural areas of the Eastern Cape. It is also knasimeene(‘ape’) because of the up and down movement of



Having seen the Mthatha Offenders’ choirs in acbefore, during and after the biennial
competitions that were started in 1997, | noticed loffenders appropriated and used
music programmes for their own benefit and | betgaappreciate the contribution of
music in their lives. | showed in my Masters reshdahat music in MMCC, and in
particular the National Offenders’ Choir CompetitiNOCC), did a great deal to make
life in prison bearable and to lighten offendeex\tences. It offered recreational
opportunities and put them in the limelight as perfers, one step up from being
offenders ‘serving time’. Tia DeNora refers to tldea of people using music in their
daily lives as part of “a survival strategy” (20@R), which in this case allowed some
offenders to find an element of psychological feadas ‘performing offenders’, even
though they were behind bars. It speaks, as Deplirds out, to Michel Foucault’s
notion of a “technological power” where “disciplin@ay be identified as a type of
power, and therefore a modality for the exercispafer, comprising a whole set of
instruments, techniques, procedures, levels ofiegimn and targets; it also embodies
what DeNora calls “aesthetic agency” (Ibid). Latethis chapter | discuss Foucault’s
notion and its influence on my work.

The prison choir competitions are held under trepaes of the South African National
Department of Correctional Services (hereafter @CSorrectional Services). The
MMCC choirs have emerged as sites where singingjucting and tonic solfa notation
are learnt, along with life skills and even leatigrgjualities that might enhance careers
post-incarceration. The MMCC choirs were champiortte 2005 and 2006
competitions, and the reason for this posed a&hgdl for me as a researcher.

the dancers’ waists. It is performed to the accarpant of recordedhbagangandmaskhand{guitar)
music. This dance style originated with mine woske&ho work in mines and go back to their homes in
rural areas for holidays or after the term of cactthas expired. It is characterised by a brigtdipured
tattered type of skirts antekkies (running shoes) for all performers, both men aminen. The most
common colours are red and blue, mixed with wigtegn, and yellow.

® Intlombein some areas is callemngcobeni, emtshotshweoi,esigcobeniThere are three different types
of intlombe one for boys, one for boys and girls, and ondHertraditional meeting afmagqgirha(divine
healers), which is the one used in MMCC. It feadute spirited dances of taeagqirhato the
accompaniment of songs for healing.

® Indlameis a traditional Zulu male dance where the darittsrdne foot over his head and brings it down
hard, usually landing squarely on the music’s dbeat.Typically, two dancers in warrior’'s pelts perform
indlameroutines together, shadowing each other’'s movés.sibmetimes referred to as a Zulu war dance
and is also known a@adlamuor indlam In this research | use the teimdlame which was used by the
participants.



It was clear from the outset of my doctoral workwich the present dissertation is one
of the main outcomeSthat this was going to be a complex investigalieoause of the
accolades that the MMCC choir had achieved andkhis they had learnt (or not learnt)
in the process. There was the problem of choriséarsing songs with the music scores
held upside down, for example (as | observed orertttan one occasion), relying on the
prowess of the conductor singing all the vocalgawhich they only had to imitate. They
were still learning by rote after eight years’ ¢grxce of the NOCC.

| discovered through a preliminary literature sbaand through talking to people in DCS
that no one had yet done any extensive work onenassouth African prisons.
Information came to light after my master’s reshatat, according to the DCS’s
2003/2004Annual Repottthe prison population in South Africa in March 2004s 189
748, of whom 63 percent were juveniles (DCS 2004:&h alarmingly high proportion

of youth in prisons, which alone provided the mguatification (to me) for further
research.

My aim was to investigate, through an intervenpegticipatory action research (PAR)
programme with offenders, correctional officialglamommunity musicians, the music
styles, practices and performances taking pladdMCC, and to assess their impact on
those involved. Following from this, | would expdoways in which music encourages
offenders to transcend their ‘prisoner’ sense f semodify their behaviour and prepare
themselves for reintegration into the society &sbditated citizens. A tentacle that
extended from this dual aim was questioning therexio which any skills could be
developed and improved inside prison through th& P#odel. A further aim, which
developed as the PAR project got under way, wagéchow | could show both successes
and failures along the way as equally ‘PAR for ¢barse’. For within this model,
according to Jean McNiff (pers. comm. 6 October8Ghd the work of Wilfred Carr

and Stephen Kemmis (2005), both failure and succasde reasons for development
and improvement (2005: 337). Failures and succesgescted on offenders and also on
DCS officials, the more so since the DC®B/bite Paper on Corrections in South Africa
(2005: 8) indicated that they were thinking of dexating and even accrediting offenders

for participating in programmes in prison, and thatole boards were taking such

" In a methodology such as action research, theetsity dissertation is not seen as the only outcainee
the methodology itself is geared towards outcoroestie participants involved.



participation into account. How was the measureroéfstuccesses’ being imagined
here? Or how was ‘failure’ counting against offers@e

The NOCC itself posed another kind of problem @t thust as communities outside
prison do not see choral singing as a ‘music progra’ but as a competition, they did
not see it this way in MMCC either, the prison neuseing a microcosm of music
activities outside. Neither offenders nor DCS a#fis regarded participation in such
activities as a potential space where music edutatight play a role, through offering a
new knowledge base and an empowering set of s$fdlfsferable outside prisiNor did
they necessarily see that such activities mightaretnate, to offenders and to officials,
rehabilitation in process. For all these reasogsavitated towards PAR as the best
model to serve the purpose of this research. lkspeaie about this model later, but first |
give some background on the prison system.

1. 2 The South African prison system

The history and nature of prisons worldwide is thedth extensively in the literature,
especially the literature in sociology, psychologgonomics, law, and politics: see for
example Michael Welch’€orrections(1999), Hans Toch’kiving in Prison(1993),
Stanley T. Williams'Life in Prison(1999), Lori B. Girshick’No Safe Have(i1999),
Norval Morris and David J. Rothmanldie Oxford History of the Prison: The Practice of
Punishment in Western Soci€hp95), Angela DavisRethinking Prison Justidg@003)
and Are Prisons Obsolet€2003),Pieter Spierenburgshe Prison Experiencg@007),
and Greg Wellman’slistory of Alcatraz Prisorf2008).It is however Foucault’s flagship
work that has dominated contemporary thinking alle@ifpenal system, especially his
Discipline and Punish: The Birth of Priso(5995(1978)), which | draw on to construct
my theoretical framework. There is also the literaton South African prisons and on
musicology and music education to take into accaastvell as personal accounts of
South African prison life such as Nelson Mandeladag Walk to Freedor{L995), Hugh
Lewin’s Bandiet: Out of Jai[2002), and Albie Sachs®he Jail Diary of Albie Sachs

8 Given the legacy of very poor music education ostrSouth African schools, even the little amount
learnt during a short PAR project stood to equigiigipants with more music knowledge and skill thvaas
possessed by almost anyone else in their community.



(1990). Drawing on selected aspects of this hugly lod disparate literature, | begin with
an outline of the South African prison system.

TheConcise Oxford English Dictionai§L 1th Edition 2008) defines prison as a building
for the confinement of criminalsr those awaiting trial. Brock Hornby (1974: 66djers
to it (somewhat ironically) as “an institution wiebly all wrongdoers awaiting trial and
those found guilty are kept and locked up agamest will for a specific period from a
month up to life imprisonment as determined bydbrt of law”. This common
understanding of a prison - a place where indiM&lga to atone for their crimes against
society in the hope that they come back in sometveangformed (or don’t come back),
and the notion of prison as a place of atonemeimbeg and transformation - has, as
Foucault and others have shown, changed over Titreereforms that swept through
South Africa since 1994 have also had a profoufetebdn prisons and rehabilitation
processes and how these are perceived and praatigksnented.

There is little general historical work on the prissystem of South Africa prior to Union
(1910) but some that deals with the twentieth agntuch a$rison Institutions of South
Africa (1965). Some sources focus on skills developmémtexample, work on farm
prisons such as Leeuwkop and Colesberg from thésl®dwards (Ibid), which
developed agricultural skills among offenders iegarration for their return to society as
a useful work force in postwar South Africa. Théioral prison system was not co-
ordinated effectively at this time: a properly angad administration emerged only
around 1965 with the Republic of South Afrixi6on Administration1969). Different
layers of scholarship in the apartheid and postthpa eras theorise different notions of
the penal system, and focus particularly on thélpra of overcrowded prisons. See for
exampleMarc Mauer'sA Comparison of International Rates of Incarcerat{d@992),
Sarah Oppler'éssessing the State of South African Prig@898), andlonny
Steinberg’s ‘Prison Overcrowding and the Constitodil Right to Adequate
Accommodation in South Africa’ (2005).

An extensive literature on the retributive justofeapartheidvis-a-visrestorative justice
characterises the post-apartheid era, includinga@xl Morris and Gabrielle Maxwell's
Restorative Justice for Juveniles: Conferencingdistiion and Circleg2001), Richard
Wilson’s The Politics of Truth and Reconciliation in Southida: Legitimising the Post-
Apartheid Stat€2001), and Lukas M. Muntingh&fter Prison: The Case for Offender



Reintegration2001). On the one hand, several scholars addogssa of human rights
as enshrined in the Bill of Rights and the Constitu see Amanda Dissel and Jody
Kollapen,Racism and Discrimination in the South African He8ysten(2003) and
Lebogang R. MorodiThe Constitutional Rights of Prisoners within 8@&uth African
Criminal Justice Systel2001). On the other hand, Nicholas Haysofosvards an
Understanding of Prison Gang$981) and Steinberg’Bhe Numbe(2004) explore
security and the formation of gangs.

In the post-apartheid era governmental annual teod policy documents, including
keynote addresses by successive ministers of tif li2@e shown some consistency in
their attempt to create a humane environment sops, with more programmes for the
development of offenders emerging after 1994 ag¢ogrb former DCS Minister Ben
Skosana (200 and the DCS’#&nnual Report 2003/2002004). Key points in this new
direction are the notion of restorative justice ancapproach to rehabilitation that
involves the department, offender, victim, and camity working togethermMy own
personal attitude, and consequently my researgbgir@adheres to a strong belief in this

approach.

1. 3 Current rehabilitation initiatives

The DCS'’s ideals have been extended from 2005¢d#d@eof incarceration as a
developmental rather than punitive exercise, f@aneple, giving assistance within
specific programmes to offenders after releaseh $utiatives are premised on basic
human rights as enshrined in the South African @ii®n, and ‘needs-driven
approaches’ to rehabilitation and aftercare ofradfrs where the community plays a
significant role are more to the fore in Governnrdratoric {Vhite Paper on Corrections
in South Africg2005))*° Both former DCS Minister Ngconde Balfour and hépudty
minister Cheryl Gillwald said that although therpei mandate within DCS remains

“www.polity.org.za/article/skosana-correctional-seeg-management-board-02122002-2002-12-02
Accessed 24/11/2002.

Yyww.info.gov.za/whitepapers/2005/dcs.pdf&w=white ppatpapers+corrections+correction+south+afric
a+2005&d Accessed, 18/08/2006. Needs-based rehabilitptiogrammes and services are of two kinds.
‘Offence-specific’ programmes address needs relaedfences: admission assessment and a corrattion
sentence plan to deal with offences committed noffs suffered, and harmful addictions in relatmn t
violent offending, sexual offending, and drug afmbhol abuse. ‘Offence-related’ programmes cater fo
areas such as family support, damage from drugaceemmodation needs, development, care, education
employment, sport, and recreation. See [Bii&tegic Plan for 2005/6-2009/XPolicy Document 2005).




security and public safety (Ibid), the ‘needs-dniapproach’ is addressed through
initiatives such as the Centres of Excellence cpiice

The removal of women offenders at Mthatha Mediumr&@xional Centre just as my
PAR project was about to begin (with consequengeme: | had to rethink my goals)
was an outcome of the Centres of Excellence id€s Buthorities see it as a strategic
way of setting a platform for needs-based correstihat can eventually be extended to
all correctional centres, supposedly increasingptitential for successful rehabilitation
countrywide. In his introduction to ti&trategic Plan for 2005/6-2009/1Blgconde
Balfour declared:

We will not compromise on this. Driven by the ckalje of ensuring that
rehabilitation is central to all our activities,rqurogrammes are aimed at
maximising delivery on corrections, developmentusity, care, facilities and
after-care to all offenders. It is only through thedivery of these key services,
aimed at behavioural, attitudinal and social chartbat we have a chance of
succeeding in the rehabilitative processes of otes1 DCS Policy Document
2005: 1).
Subsequent DCS policies emphasise the managemeunitrettional centres and their
staff, in an attempt to make the strategic plampece a corpus of well-trained, well-
managed, vision-oriented officialEhe DCS’s intention is to increase both the nunaber
employees and their capacity for effective managemkthe new rehabilitation ideals.
As | show in Chapter 7 there is however a lag betwbese ideals and their
implementation, which my research has revealedexample, the still-visible lack of
self-empowerment and the old-fashioned, offhand effigials still sometimes behave

towards offenders. This is part of what | interriega Chapter 6.
1.4 History of the NOCC
One of the reasons the DCS introduced the stratethe NOCC in 1997 was because

they saw it as “an important vehicle towards attgjrthe Departmental strategic
objective of rehabilitation{Policy Document, 2005: 2). A biennial event, thstfchoir

YA Centre of Excellence is a Correctional Centre netadl services, programmes, resources and human
potential and capital are directed at providindee® of new beginnings for each and every offerder,
place where every staff member is motivated, rasalrskilled, developed and supported to become a
rehabilitator.



contest was held on 10 September 1998 in what @@ €alled Randburg but was
actually Parktown, Johannesburg (in the Linder Aardim, now on the University of the
Witwatersrand campus?.lt set a model that continues to this day and isiin modelled
on the national Old Mutual adult choir competitiohgeatures two main sections,
‘traditional’ and ‘choral’. In the traditional sech (African) traditional music and dances
are featured, with nothing prescribed. The chonasimsection, as in competitions
outside prison, features vernacular &vestern prescribed piecEsor female, male,
youth, and mixed choirs. In the 2008 competitidresriew feature of an operatic solo
item - also creeping into national competitionsasvadded.

Giving the keynote address at the 2001 competitihresthen commissioner of
Correctional Services, Linda Mti noted that ch@ialing in the DCS was

a very important tool in the hands of those resiida$or the rehabilitation of the
offenders since it opens doors and breaks dowiebsrit gives the offenders a
sense of self-worth and it enhances their selfeetsg\s an added bonus it also
goes a long way towards combating the idlenessshedturally a side-effect of
incarceration for 24 hours a day. It is in thisnvéiat the Department supports this
competition www.info.gov.za/speeches/2001/010403145p1001 .atressed
31.10.2008).

Mti’'s views were later repeated by Ben Skosana 32@). In part, the job of my research
is to prove whether or not what they claim is tiuguestion, for example, the anomaly
between combating ‘idleness’ and choristers taks¢png as 18 months to learn
competition songduring the 10 years of its existence the NOCC haaced hundreds

of offenders as choristers (1000+ in 2003 and 80B006)™* Not surprisingly, it has
become a popular attraction in government circld®re the DCS can be seen as creating
a platform for the participants to showcase thederits: and, naturally, “DCS is building

on the success of the event”.

vww.info.gov.za/speeches/index.htm. Accessed 10uzep 2004.

13|n the current schools and adult choir competitiadministered by the South African Schools Choral
Music Eisteddfod (SASCE), the Eastern Cape ChonaitMAssociations (ECCMA) and Old Mutual
National Choir Festival (NCF), the term ‘vernaculzas fallen into disuse in favour of ‘African’ sgs |
retain it to distinguish the traditional music sectfrom the choral music section lest they arestmed as
the same thing.

“www.info.gov.za/speeches/2001/010403145p1001 Atnessed 31/10/2008.

1> Manelisi Wolelayww.info.gov.za/speeches/2001/010403145p1001.Atnessed 31/10/2008. Since
November 2008 the DCS has held its first choralfakfor choirs from various prisons in South A
which may be the development Wolela refers to.




The competitions are popular not only among prisoaed DCS officials but also with
the community outside prisons, which includes filieand families of inmates who get to
see their loved ones outside the usual visitings$inand local officials who get a chance
to be seen. At the competition in the Good Hopet@en Cape Town, which | attended
in 2003, dignitaries included ministers from otgewernment departments, premiers
from several provinces, the mayor of Cape Town, besof parliament, a judge,
researchers involved with DCS, and members of negrganenta(NGO) and
community-based organisations.

The involvement of the community relates to theéaedive justice approach to
rehabilitation and the integration of offendersjefthemphasises the involvement of
victim, offender and community in correcting théemiding behaviour. Community
members assist in preparing choirs for the competénd are allowed to be conductors.
This results in some transfer of skills and the ewgrment of both offenders and
officials, a point noted by Skosana (2003: 7). Idiers and other keynote speakers at
competitions never fail to acknowledge the roleypthby community members. As one
of the adjudicators for DCS, | have observed cotalgeven being honoured with
trophies, and a commissioner voicing his gratitited&éhe many members of the
community who are involved in the preparation &g choirs. It is a perfect example of
how the community and the Department [can] shaspamrsibility in delivering
rehabilitative programmes to the offenders” (L. Mi6 February 2006). Again, | question
how the transfer of skills is supposed to occurwahith skills these are exactly, when (as
mentioned earlier) choirs learn by rote.

1. 5 The arts and rehabilitation inSouth African prisons

The other arts in SA prisons, such as drama, eesatiiting, poetry and visual art, often
include music in their presentations; and in my R#&&ect some groups began to
incorporate other arts such as poetry and visaiah @neir ‘topics for research’ (I explain
this term later). Because the DCS'’s rehabilitatiod reintegration policies emphasise the
notion of healing, their view being that incarceratitself is enough punishment, the
process of implementing this has brought into theop system a whole gamut of people
to assist through education and training. Therdhare various programmes and
interventions in prisons that affected my reseatddiMCC.



The South African National Institute for Crime Prevemtiand the Reintegration of
Offenders (NICRO) runs one such intervention. NICR@ national nongovernmental
organisation (NGO) whichuns a 9-12 month intensive ‘tough enough’ progranihis
requires offenders and ex-offenders to take ugliadlenge of living a constructive life.
They enter the programme voluntarily but are respliio commit to it for the duration:
they have to stay in the programme for a year deoto take responsibility for their lives
and create a better future for themselves and tailies. Within this programme the
NICRO Creative Arts Awards for Prison Aotfers prisoners the opportunity to unleash
their creativity and express themselves throughaliart. This is supported by an annual
competition (open to all prisoners in the categoakpainting, fabric painting, matchstick
construction, recycling, calligraphy, wood craftimgatherwork, needlework, and poetry
and prose) and an awards ceremony for best anduagisual artists. In this
ceremony, choral singing is an important entert@ninfieature.

Other initiatives are located only within specifigsons: for example, the Arts in Prisons
(AIP) programme launched in March 2005 in Kroong®aidon and set to extend to other
Correctional Services centres and include the Deymat of Social Development (DSD)
and the South African Police Service (SAPS) aseast with a focus on preventive as
opposed to curative caf®NICRO resonates with my project as it features metitions,
offers training sessions, and provides study opdres. Also, it is a national project,
like the NOCC. Further, | see it as empowermeggered and developmental in

approach in the same way that my research is.

18 Outside the DCS, since 2003, the University of KZuéu Natal (UKZN) Centre for Creative Arts has co-
coordinated some activities inside Westville Catimwl Centre, Durban (KwaZulu-Natal), where
performances and workshops by UKZN students arsbpers are held in conjunction with (for example)
the Poetry Africa Festival, the Time of the Wrikastival, and the Awesome Africa Music Festivalt Fo
three years (2006-2008) Poetry Africa has brougstial poets to Westville, an exchange enhanced by
poetry workshops where graduate students of thati@eeWriting programme in UKZN English
Department work with selected groups of (Westvidléfgnders, evaluating and reviewing their po€etityis
culminated in the Prison Poetry Exchange (26-31 RI238) featuring Dennis Brutus and Abdallah Zrika,
poets who had themselves experienced prisonvifea(. nicro.org.za/about/about-history.aapd
www.artsmart.co.za/festivals/archive/436.html. Asser] 20/10/2008
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1.6 South African choral music outside prisons

Part of the research problem I investigated relateé®outh African choral music outside
prison, on which there is a fairly substantialrbtieire, including three doctoral studies.
The work of Caesar Ndlovu on the history and pcactifisicathamiyagives a sense of
why this genre is important in prisons (1996) beeaitithrived as a musical practice in
the rural communities of KwaZulu-Natal province (Kand this helped popularise the
genre in the mines and later on radio and recosdihige prison population at MMCC
contains many people from rural areas who knowgaige, and one of the main
isicathamiyagroups there, The Peacemakers, is (still) ofteitad to perform outside
prison. Almost all offenders’ choirs feature musam this genre in the NOCC in the

‘traditional’ section®’

Markus Detterbeck deals with the sociology of chorasic particularly in KZN (2002);
he also uses action research, although only pgrtsdowing how choristers involved in
his research worked at developing and improvingioslslls. There are differences
between his work and mine, however, in that PAR $snall part of his work, and he
dealtwith choristers outside prison, who were more diterand more experienced.
However, his intervention (two years of cycles ppased to my one) and his findings
(how the cyclic nature of action research fostergmavard and self-driven change in the
gradual refining of understanding and skills of fagticipants involved), create useful
synergies with my work at MMCC. (I explore the innfamce of the time frame for data
generation in PAR, in Chapter 6.) These and otimaller or more narrowly focused
studies of South African choral music - see fomegle Vokwana 2003, Nhlapo 1993 and
Mngoma 1986 - give a good sense of the stylistanges, performance practice,
repertoire, organisation and sponsorship of cortipe$, trends which are mirrored
‘behind bars’, including the way competitions atreistured.

The competitions outside usually start with opedaaets, in which male and female
soloists compete (Nhlapo 1993: 5), followed by eisea of small vocal ensembles such
as duets and trios (Vokwana 2003: 23). In schowip=titions choirs compete in all

" perhaps offenders from KZN villages borderingEastern Cape who are imprisoned at MMCC are
mainly responsible for popularising it. (The pagb ieaders of The Peacemakers were from this peevin
and one of them, who has helped with my currergaes, is from UMzimkhulu, a rural village on the
border of KZN and the Eastern Cape.)
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levels, from junior to senior (Mngoma 1986: 4 anddpo 1993: 5) while in adult choirs
there are standard and large sections (Vokwana 2B)3Western songs are prescribed
for female and male voices and mixed choirs dea#ls. A similar pattern is used inside
prison except that young choirs come with the nartaduare ‘juvenile’ instead of
junior/intermediate/standard, and there are no dhoteirs. Another (significant)
difference is that, in the Open Own Choice sectiotside prison, choirs decide what they
will sing, and their choice is often relatively ga®mpared to the prescribed songs. In the
prison system, ‘open own choice’ only occurs inttlaglitional music section.

External sponsorship by Old Mutual, tBewetanMetropolitan Life and Transnet
(Vokwana lbid: 25) nationally? or the Eastern Cape Department of Sport, Recreatio
Arts and Culture (DSRAC), OR Tambo District Muniaippy (for the Eastern Cape
Choral Music Association competitions), and prowahand national Departments of
Education (for the South African Schools Choratédsifod (SASCE)) does not feature
in prison, as DCS foots the whole bill. The NOC@ngetition - as outside - proceeds
from district to provincial and national levels,tlibere are no regional competitions,
since there are fewer prison chditd.he Mthatha district competition includes choirs
from Mthatha, Lusikisiki, Nggeleni and Mganduli. @ Eastern Cape provincial
competition includes the five districts MthathasEbondon, King Williams Town,
Grahamstown and Port Elizabeth. The NOCC followspetitions outside in its manner
of adjudication, and adjudicators are drawn fromiusic fraternity provincially and

nationally.

Grant Olwage’s doctorate (2003) gives a histonpeabkpective to all this. It provides a
ground-breaking overview of the origins of chonalig) the Eastern Cape and of its
political meanings as the practice emerged. Hikwaso served as useful radar for the
way | could use Foucault in my own research, fooffersa critique of the discipline
instilled through Victorian notions of “docility-iity” (2003: 26). Olwageposits that
Victorian choralism used music to slot individuat hierarchical social strata through
graded choral music training for self-improvemesaigietal occupation and status. This,
by implication, inspired individuals through a detdnd manipulative process of set
standards and examinations to study choral musicder to be productive and move up

18 Until 2008 the national Old Mutual competition wassponsored by Telkom.
19 www.und.ac.za/und/cartéccessed 20/10/2008.
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the social ladder. He theorises this idea as “tbekwf the certificate for hierarchising”
(Ibid: 28), rewarding the conformists and punishting nonconformists. Such
hierarchising was a political technology of the ypdae argues, a subtle and manipulative
method of making ‘docile bodies’ to perform andgpeductive.

This notion becomes all the more meaningful, ofrsepin the prison environment. Think
of Skosana’s comment (above) about ‘keeping offendasy’. From my observation,
music activities, particularly choir practices, ased by officials at MMCC to make
offenders docile while also showing ‘results’: theloirs have made the list of provincial
champions on more than one occasion and they am@igning national champions. To
do this, however, they are subjected to long hotigactice with little or no
consideration for meal times: arrangements are raadbeir behalf for them to have
meals later. (In Chapter 6 | expand on some optweer issues involved here.)

1.7 South African prisons and music

Dick Jansen (cited iDepartment of Correctional ServiceéZd01) refers to the “political
challenge” of rehabilitation, in which music is osived in the challenge because it is part
of our biological inheritance, “hard-wired into ogenes as a survival strategy” (2001: 5).
Jansen’s reference to the individualistic functldpaf music echoes DeNora’s principle
of music as a strategy for survival. In my previsusdy (Twani 2002), | showed how
offenders would rather be involved in music aciggtspending larger parts of their days
of incarceration in the choir rehearsals and peréorces, than idling or sitting bored in
the prison cells, or worse, getting involved irspn brawls that result in further extension
of one’s sentence - using music activities as agairstrategy. In my present study |
show how prisoners may have been able to be caesidier parole by successfully ‘self-
policing’ and managing conflicts and infighting dugh discipline acquired in music
groups (see Chapters 2 to 5 of the thesis). MPARcg@ants spoke in my research about
how the prison environment helped them developtisigaby designing attire using

local resources such as plastic carrier bags, théhle music circle being a case in point.
Also, on the role of music in prisons, tReson Administration in South Afriqd969)
traces the inspiration offenders got from musi€auth African prisons from the 1980s,
“long after the abolition of hard labour” (Ibid). Skosana highlights how, before this,
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music provided inspiration and creative opportesitior offenders in their quest to deal

with the hardships of imprisonment:

Singing has been the only form of music practisetthé prisons by offenders.
This can be traced back to the 1960s when WalsedgiNelson Mandela, Robert
Sobukwe and many others were subjected to harditabarking in teams in the
guarries. During those days, music, the lyrics bifol were carefully and
appropriately chosen [by the offenders], served ssurce of strength and
inspiration (Skosana 2003: 4).
Nelson Mandela’s.ong Walk to Freedorf1995) andHugh Lewin’sBandiet: Out of Jail
(2002) are among a number of prison memoirs in wmasic plays a significant role.
Writing about life in Robben Island and PretorigsBn respectively, they reflect on how
music helped them survive the dreary and harshigonsl. Lewin muses on the
regulations where a concert was allowed as onkeopossible diversions offered to
prisoners: “but on Christmas Day things were ddfér We always meticulously prepared
for this concert and looked forward to this dayégin 2002: 169). He also remembers
how they tried to keep up with the prevailing taste®ugh records they were allowed to
buy every month, and that Bram Fischer, the ChexfdRd Programmer, compiled a list

of songs that would be played by the night stagtgockey “from 5 till 8” (Ibid: 171).

Mandela recalls music competitions between rivaligs, specifically political prisoners
and ‘gang groups’ (criminal offenders), instigatgdprison warders acting as “agents
provocateurs” (1995: 4839 provoke the political prisoners, harass themiahibit
political discussions. In the process of plannimgjitsongs, adding more, and changing
lyrics, the men increased their skills in arrangimgsic as well as their repertoire.
Moreover, “[tlhe singing made the work lighter. Tigng members were no competition
to us; they soon became quiet while we continuedisg” (Ibid: 484). Like Lewin,
Mandela remembered the Christmas Concert and péagitted as what seemed to be a
gesture of goodwill: “The concert was a centrepi€da choirmaster was Selby
Ngendane ... a natural entertainer with a lovely @@nd a fine ear. Selby chose the
songs, arranged harmonies, selected the solodtsaducted the performance” (Ibid:
539). Robben Island prisoner Grant Shezi, releakety with Muntu Nxumalo and
Thembinkosi Sithole in 1994, told an audience inc@&go during a tour of the US with
their CD of prison songs, “We would use songs seezur hunger” (Ibidj°

20 www.robbenislandsingers.corAccessed 09/04/2009.
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In the scenarios described above, offenders setmtel/e some opportunity to make
decisions about music making. My observation at MBA®@ior to my project was
different. There, music functioned at a more comahigvel but officials seemed to have
an upper hand in making practical decicions foewdfers, including decisions about

when offenders could practise and when they coald e

Other literature relating to the effects and usmasic and the other arts inside South
African prisons is scarce, save for newspaperlasticeports on performances in prisons,
and occasional television news flashes. Dady Dispatchsupplemenindabazethufor
example(30 March 2005) reports on a “juvenile band” froortFGlamorgan Prison in
East London using music and storytelling to waenybuth against crime. Seemingly, the
juveniles acquired skills in playing electronic tgus, keyboard and bongo drums while in
prison. The report is silent, however, on how tiegruments were acquired and focuses
on the trial and error of learning them and abdayipg compositions from pop to jazz
and arrangements @itibili (Xhosa folksongs). Overall, music in prisons isscuily
mentioned; more is written about the other arts.

1.8 Prison programmes: An international perspective

Moving the background information in another direat in this section | look briefly at
other countries with regard to music in prisongading them on the basis of policies,
principles and practices that are publicly debated congruent with my research. Their
programmemphasise partnership between stakeholders (@ffencorrectional
officials, and the community) as an essential idgmet for diverting young people away
from crime: No More Prisons’ is a Malian “multiracial grassreatrganization of youth
activists" working and strategising to resist aigthtfincarceration and drug abuse
through political education, community-based paghi, organisation of youth, and
direct actior’* Intercultural Youth Exchange provides work oppoities outside the UK
for 18-30-year-olds for six months to a year andntoes on all five continents are
involved, including Kenya, Nigeria, and Ghana iniéd;*> and UNESCO has over five

thousand clubs in 120 countries involving youngge@nd adults in voluntary prison

2L \www.nomoreprisons.orghccessed on 08/04/2009.
2 www.icye.org.uk/ Accessed on 08/04/2009.
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activities that include the study of human right&wments, the promotion of literacy,

environmental conservation and preservation oficaltheritage’?

In Ghana, The Hiplife Trio VIP and its producerads Abeidu-Aidoo, popularly known
as Goodies, are “rais[ing] funds to support thegs and go there with the boys to
entertain them{Mannak 2008: Prefaceln Angola, offenders have worked in
collaboration with “the gred®obert Pete Williams of the Arhoolie label” (Ibidhd been
recordedHelen Coljin tells the compelling story of how tsieger Margaret Dryburgh
and the conductress Norah Chambers formed a 30-arémalgtag choir” (because they
were dressed in tattered remnants of shirts argbesg in an Indonesian prison camp
(cited in Kalogerakis 1997), and on a makeshifirtpghatched” pavilion they sang
excerpts from Dviak’'s New World Symphonto the delight of offenders and officials.
(Some of the offenders in my research also creadown costumes, using whatever
material was available.) In Brazil and the UK, tficial programmes seem more
advanced. Brazil's Path to Freedom (Painting Fregdoogramme was created in 1997,
the year when the NOCC began in South Africa).dswitiated by Cultura Ingle$aa
language schodallready teaching language through the arts thrauigBi@azil. Their
cultural events include the Sao Paulo three-westkved of arts, and their whole venture
is much larger than South African initiatives sashthe AIP programme, which have not
yet spread countrywide. The Brazilian model shahé&tefore provide inspiration for the
DCS.

These initiatives are isolated, however, and aagakfrica is concerned, basic prison
reform remains the main underlying problem. As dgr&arkin notes in an interview
with ISP News

Over the past ten years, various positive pristormeinitiatives have been
undertaken across the continent. The Kampala Detdaron Prison Conditions
in Africa has played a crucial role in this. Thiscdment was drawn up in 1996
following a three-day meeting of delegates froncdintries, including Ministers
of State, prison commissioners, judges and nonfgovental organisations ... A
number of African governments have altered thejislation as a result of the
declaration,” Sarkin continues. “This has improtee situation in various prisons
across the continenitp://www.ipsnews.net/africaAccessed 7/09/2008).

2 \www.unesco.orgAccessed on 08/04/2009
24 www.cultura.inglesa/homepagBccessed 21/08/2008.
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He warns, however, “Despite these positive sigms sttuation in many African prisons
remains unsatisfactory. Not many governments sedme interested in investing in
prisoners. This combined with shortage of staffijahe fact that staff members are often
poorly trained does not improve the situation” @biln terms of the NOCC, the South
African government (via the DC$) interested in investing in offenders, but is siilky
turning interest into results, and it has been lgeovation that some officials are still
insufficiently trained to maximise the possibilgiand opportunities offered by the
rehabilitation programmes. | engage with these lprahtics in Chapter 6.

In contextualising my research globally | am indebto the ideas of people such as
GraceNicky (1993), whose research with the Geese Thé&atrapany in the UK draws
attention to the financial value of art behind baten it is sold to generate income for
offenders; this fact can also justify its experd@me of the offenders | worked with have
similarly traded their wares with DSRAC and Walssulu University. Nicky’s research,
which (like mine) includes interviews with offendereveals a positive regard for the arts
‘inside’ even though most offenders have nothingdawvith the arts ‘outside’, because of
poor school arts education, for example. | alsmfhun my Masters research, that most
offenders had no music background from school (T\W2862: 3). Nicky highlights the
struggles and innumerable daily problems (lackesburces, and so on), which I, too,
found to be a feature (see Chapter 2 below). DeBlar@ion of music as an everyday,
active ingredient in engineering and caring for ($&cial) self and enabling people to
have control over their environment and to commatei¢and, for me, even experience)
emotions, also helped me analyse the use offemagke of music on a fairly low-key,
daily basis. These views also border on the liteeadf music therapy, as we shall see in
some of the ideas expressed by the MPAR particspargubsequent chapters.

John Fonti’'s (2004) study of 33 youths in a youffgraders programme in Parklea
Correctional Centre (UK) and the teaching methoddexl with them is significant for

my work in several areas - notably youth and mtesaching - especially because he
shows how a performance-based medium can sucdgsdukelop the life skills of
communication, cooperation, leadership, and irged intra-personal skills, and how by
emphasising the setting of objectives rather tharproduction of ‘professional
musicians’ one can unleash more potential in eadividual, build personal esteem, and
cultivate a desire for new educational activitiésnti contends that when this method is
combined with a traditional approach to music etlonat has potential for enhancement,
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assisting people to acquire professional stattieif have the aptitude and required
discipline for further studies in music. Fonti'sidy suggests ideas for choosing
appropriate teaching approaches, with objectivasdbuld lead to meaningful successes.
His work also implies the notion of lifelong leangi such as could result from
involvement in educational programmes in prisors tisuggest as a way forward for
DCS, in Chapter 7.

The British penal system in general seems to detratagyreater commitment to artistic
empowerment, music included, through collaboratibesween government departments
and NGOs such as the National Training ConsortiomnAfts in Criminal Justice
(NTCACJ)? the Koestler Award Trugf which has a series of arts projects in prisons
focusing on combining creativity with learning, aBdtish Employment Agency and
Training (BEAT), a charity set up to build bridgeso self-employment for offenders and
ex-offenders, launched in 2002. The commonalityhwity research here is the creation of
a culture of entrepreneurship, encouraging peapset up their own businesses or to
participate in social enterprise; | enlarge on tbfsc later in the thesis.

Finally, in the US: California spends $44 000 pesgn on arts programmes and started
its Arts in Corrections programme 20 years agonBgnania has art programmes
financed from money generated within prisons (e With Grace Nicky’s ideas on using
the arts to generate income for offenders); some Xerk and California prisons have
secluded music rooms for offenders to be free fcomstraints while practising
(conditions better than in much of South Africagher education); and San Quentin
State Correctional Institution in Pittsburgh haspacial auditorium-cum-art room for
offenders. These issues of space were of greatoociring my research and what | met
compared very unfavourably with these exampleswals show.

Spaces are not just physical, however. As Rt (in Dougan 1999: 13) suggests, music
generates “enclaves of autonomy”, spaces thatecsaalternative psychological reality,
an imaginary ‘new life’ within the existing one. Mia affords a temporary freedom and
chance of stardom (Ibid). In the same vein Johatirgh points out that exposure to the

2 www.apcentre.org.uk/node/168ccessed 07/04/2009.
26 www.koestlertrust.org.uk/Accessed 17 March 2006

18



public in and out of prison gives offenders oppoities to become what he calls
‘dandies’ (1994: 4) - people who renew their lidfesissume a new identity. The
development and encouragement provided to offendekmerican penitentiaries is
premised on the idea of rehabilitating offendersunh a way that their mind-set is
changed: learning an art not only helps them ‘deetibut can lead to a new way of
seeing the world, and something instead of crinterio to in their spare time.

This underlying theme of agency and value - musia dechnology of the self’ - comes
through strongly in scholars such as Valerie J@meNicky 2003), whose writing has
helped shape my theoretical framework. The way lgecgn become agents of their own
personal change and therefore ultimately soci¢t@hge (Ibid: 8) relates to Brazilian
educator-activist Paulo Freire’s much broader andenactivist notion of ‘praxis’ (1970),
a concept | have found particularly useful in ipteting my findings and which comes
from his observation of the ability of human beitgsise available opportunities for their
own self-actualisation. Before | go into more desdiout my theoretical framework,
however, | need to explain my methodology.

1.9 Motivation for the research methodology

Central to my ideas on action research (AR) antqpaatory action research (PAR) is
the work of Stephen Kemmis and Robin McTaggart 8.98loser to home, my foremost
model is Sallyann Goodall’'s work among teached$vimZulu-Natal (Phase 1- 9 1997-
2000), the only extended music PAR of its kind aut® Africa. In a PAR methodology,
theory and method are intimately related: the ne$ea and the researched are not so
much separate entities as they can be in otheslahtesearch, thus power relations in
PAR differ from those in other styles of inquirycWVaggart locates PAR inter-
disciplinarily as “a convergence and coalescendbexretical and practical traditions in
many fields: agriculture, social work, educatioealth, housing and community
development” (1993: 67). It originated in all thésdds as a dialectical response to the
contemporary crisis (Babbie and Mouton 2006: 5%ere the aspirations of some
academics “did not inform social practice and tight for social justice” (Fals-Borda
1988: 97). This led to an upsurge in liberationéstearch methodologies, which by
definition had “explicit political goals and commiénts to politically liberate and
empower those who were being studied” (Ibid), aowgr relations became an
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“important aspect [of] knowledge production” (MagrR004: 154). Or as Alice Mcintyre
puts it (2008: 56): “Understandably, the acadenscalirse that my analysis and
interpretation was embedded in was difficult foe tesearch subjects to comprehend”.

AR and PAR are basically the same: methodologiasftituses on the effects of the
researchers’ direct actions of practice within dgipgatory community with the goal of
improving the performance quality of the commurtyan area of concern, music
education in prisons in the case of my researchieE@roponents such as Kurt Lewin in
his writings on group dynamics (1946) called ii@ctresearch. When later twentieth-
century proponents such as Paulo Freire, AntonanSci, Jean McNiff, Jack Whitehead,
Willliam Carr, Stephen Kemmis, and Orlando Falsd&obegan to theorise the dynamics
of participation and collaboration it came to b@wmn as participatory action research
(PAR) with a variety of emphases such as livingtligWhitehead 1989 and Whitehead
and McNiff 2006) or community action (Fals-Borde02). Both AR and PAR involve all
relevant parties in actively examining togetherent process (which they experience as
problematic) in order to change and improve it.yfte this by critically reflecting on the
historical, political, cultural, economic, geographnd other contexts which make sense
of it. In this sense, it is action which is reséad, changed and re-researched, within the
research process by participants. It aims to beeacb-research, by and for those to be
helped. It cannot be used by one group of peopiet@nother group of people to do
what is thought best for them - whether that igrtplement a central policy or an
organisational or service change - but insteadstto be a genuinely democratic or non-
coercive process whereby those to be helped, detetime purposes and outcomes of
their own inquiry" (Wadsworth 1998j.

Both AR and PAR emphasise collaboration betweemthsider and insider participants
who bring about actions that seek to change andldg\participants such that the
changed situation is self-initiated in order toateenew knowledge. Lewin believed that
such change should emanate from the belief thavleutye creation should come from
problem-solving in real life situations (see HamdaAnderson 2005). AR/PAR is carried
out under diverse intellectual traditions and mes with a variety of names such as

21 http://www.scu.edu.au/schools/gcm/ar/ari/p-ywadsh@B.html Accessed on 14 April 2010.
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action science. Its emphasis is on participant&isitiated and needs-driven processes to
solve situations.

In the 1970s critical theorists like Freire and Elabas added the political notions of
liberation and communication, respectively, as @b the AR process, and (by
implication) to PAR. Other emphases on collectind andividual participation, including
sharing processes and conceptualisation of resdanamight about challenges to the
ethics and power relations of research that weneasingly hard to ignore.
Consequently, both AR and PAR have a long and hishated history within the social
sciences. Max Elden and Rupert Chisholm (1993)eatirat in its simplest form AR is a
way of generating research about a social systeihe wimultaneously trying to change
the system - seeking to bathderstandcandalter the problems generated by social
systems, because “it is important to understanavtiréd if we are to change it” (Whyte
1991: 17). Alternatively, as Kurt Lewin said: “onéthe best ways to understand the
world is to try to change it” (in Argyris, PutnamaSmith 1985: 42). In addition to its
interdisciplinary nature, AR is value-laden (Eldamd Chisholm 1993) and thus “there is
a deep problematising of values” (Jean McNiff, pesmm. 6 October 2008) in it. In my
research, who | am and what | stand for were cotigtanterrogated and negotiated, a
point | return to in Chapter 6.

In PAR any member of the community (in my caseratfys, officials, musicians and
students) can generate valid knowledge about ttialssystems in which they
participate. The PAR design emphasises the negégsitvolve those persons who are
the supposed beneficiaries of research in an araf/sheir own reality, in the hope that
they will see their lives in a different light witheir consciousness heightened and
awareness of their plight raised to a level wheey ican then take it upon themselves to
use available opportunities and resources to #ukiantage, to change their lives. They
are full partners in a systematic empirical enqbaged on their own categories and
frameworks for understanding and explaining therld; and they themselves define,
investigate and solve the problems produced bytacpkar social system (Elden and
Chisholm 1993: 107).

For me, therefore, PAR brings together action (ficacmusic making), research, and

education, with the voice of the prison communiitynvolves a strategy of community
development and change, which goes beyond leafasg ‘music education’) and takes
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learning into action. Maclintyre (2008: 2) highlighihe combination of individualism and
collegiality. For her, PAR is a “collective commigmt to investigate, [a] desire to engage
in ‘self- and collective’ reflection to gain clayinbout the issue under investigation; a
joint decision to [build] alliances between reséars and participants” (Ibid). In other
words, the community is not simply the object aidst or a passive recipient of expert-
defined research programmes. The NOCC's impactthmaMa Medium Correctional
Centre, with its well-intentioned but neverthelegs-down method of learning (which led
to the problems | mentioned earlier), made me awhtiee importance of a participatory
research method and influenced my decision toviiags and strategies that would
improve and develop the music skills of the cherswhile at the same time empowering
them. PAR is a fundamentally political methodologygking ongoing critical analysis of
institutionally structured situations in which pé®pvork, and so has to be approached
with great delicacy in the prison environment, esgéy in the new dispensation and
bearing in mind the aspirations of DCS outlinedwehd he methodology is most
successful when it is structured in ‘cycles’, apanded by, for example, David Kolb (in
Phil Riding 1995). Cycles are essentially learriggles, where participants learn and
create knowledge by critically reflecting upon thaivn actions and experiences, testing
new changes in new situations. | planned for fggtes in MMCC, from January to
December 2007 basing my notion of a cycle on Kemmis and McTatigdour stages

of PAR, plan-act-observe-reflect, stages integratiin each of the four cycles:

Fig. 1 Four stages of a cycle, adapted from Kemma&nd McTaggart 1992: 8

PLAN: develop a plan
of critically informed
strategies and action to
improve what is

already happening

REFLECT: r eflect and
evaluate these effects as
a basis for further
planning, subsequent
critically informed action
and so on, through a
succession of cycl.

ACT:
implement the
plan.

OBSERVE: observe
the effects of the
critically informed
action in the context to
which it occurs.

% This went according to plan except that | hadetann for a day in June 2008 to hand over certific®f
participation.
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The MPAR at MMCC differs from some other PAR modslsch as those in Goodall’s,
Kemmis and McTaggart’s, and Detterbeck’s work, whefcycle’ is a year and is
repeated the following year making a project last years (Detterbeck (2001-2002) or
three (Goodall 1997- 2000). The complexities olsig in a medium correctional centre
made this impossible, besides which, a numberfehder participants had already
applied for parole when the research commencéus! had to make sure that some
ground was covered before they were released. Weppened, even before the first cycle
started one offender who was part of the samplerelaased and another was released
before the second cycle. After November 2007 wherfaur cycles ended, a sizeable
number of research actors were released from priaathermore, when certificates were
handed out to the MPAR participants in June 200Bast five research leaders made a
special appearance as visitors and ex-offendehe aiMCC to receive their certificates
of participation. All of this militated against ariger life span of the MPAR, although the
impact of the project continued after the factohtinue to interact with the MPAR
members outside the prison to this day. | talk nadreut this later in the thesis.

As the PAR process evolves, research questionsthed questions that emerge in the
planning stage are reproblematised in the ligluritical reflection and dialogue among
participating actors (Macintyre 2008: 52), thuseleping participants, sharpening their
skills and understanding. It is by such criticdleetion that participants recognise they
have a stake in the project. PAR is geared towadeglslopment work, as Jennifer Green
points out (1988: 4), and usually focuses on twpiksues: participation, where those
taking part work towards the improvement of theungoractices and also research
themselves; and development, where participantsu@dng the researcher) learn how to
manage and change their environment and learntliemonsequences. In my case, | was
initially an outsider, someone not part of the @nisystem, who brought other outsiders -
teacher, a guitarist, and some music students wade status was nevertheless
gradually tempered through collaboration with ies&l | also had three different insider
types: an HOD, two interns, and various kinds éémders; and my research involved
literate, illiterate, and semi-literate participauk introduce the participants in more detail
in Chapter 2). My project was therefore perhapisenatdlifferent from other PAR
constructs.
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Since PAR is context specific and involves a chaggigenda whichter alia involves
developing a spirit of actively belonging (througgrticipation in discussions and
meetings, for example), it was a strategic chadleywing me to combine two enterprises:
rendering service to members of a disenfranchisethaunity (part of their expectation)
and research (part of mine). The 153 participantdyding myself) were all
experimenting with the research agenda, all engagethat Rob Lammerts calls
“experimental try-outs” (1988: 88). | entered tlite s a community builder, a volunteer
Church worker in the prison ministry, and an academmo had worked in the prison
environment since 1998. With this multiple identityegotiated my entry into and
continued my role in the MPAR project as an eqlaygr with other participants,
constantly engaging in reflexivity that helped ree fiow my own personal biography
informed my ability to listen, question, synthesiaralyse and interpret knowledge, ever
conscious of the educational attainment and litelaeels of the participants.

The team members entered the project differenttiycaame with a range of experiences.
One community music expert had been a volunteedwtior of the Mthatha choirs since
1997 and was a music graduate. Another (a plumpgrdfession) was maskhandi
guitarist and a band member at the Mthatha Art4rée®f the three (male) students,
none of whom had ever been inside a prison, oneavpastgraduate, one was a
chairperson of Walter Sisulu University Music Sagjend one had worked voluntarily
with ‘twilight kids’ and was a youth leader in @hurch. A fourth (undergraduate) music
student who joined in cycle three was a femaleesitidith a Church background.

The insiders comprised three officials, one a paenaemployee at DCS (head of the
Sport, Recreation, Arts and Culture (SRAC) sectfdmyo of them DCS interns, a male
and a female, with a degree in music and a diplionsports management, respectively.
Other participants invited during the process cénom the Eastern Cape Province’s
Department of Education (DoE) and Department ofrf§itecreation, Arts and Culture
(DSRAC), Walter Sisulu University (WSU), and theiugrsity of the Witwatersrand
(Wits). They added value to the MPAR as evaluatioring the second and fourth cycle-

% The Department of Sport, Recreation, Arts and@el{DSRAC) exits in the nine provinces of South
Africa, however, within DCS, Sport Recreation Aatsd Culture exist as a unit or section, similaolypiICS
Education section, to distinguish these from thavimcial departments, while at the same time cngati
symbiotic links, hence the names DCS (SRAC) andcktion, respectively.
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end meetings. Collectively, we created a symbiaticbetween the academic
community, the DCS community, and the wider comrnyuWe gave the students on-
the-job experience of doing action reseaxitn people, nobn people, as Jeff Ferrell says
(1988: 5).

My research relied heavily on the narrative stylaracteristic of PAR. It allowed me to
reflect on the research process as well as omigsgiwhich | later formulated as
propositional knowledge. In some PARs, participamésinvolved from inception in
report writing from the start right up to the pretsion of the final report. My research
differed somewhat because not all participants Wenate and we had to work alongside
security issues in the prison environment. Theimgiof the final report and the
presentation was thus in my control; the participanvolvement in this was via the
DCS.

As for writing up the project in a doctorate: whesd®AR is collaborative, the dissertation
requires individual demonstration of academic caieppee and individual decisions
about, for example, how to narrate the processedisaw the findings. Approaches to data
analysis may (here) not completely reflect “horiebrequality” (Macintyre 2008: 57)
between participants and researcher. Equalisingposiations and eliminating power
differences in PAR is anyway a continual challeraged my position thus remains rather
open. As Harding and Norberg put it, “there ardédvevays or worse ways” (in

Macintyre 2008: 57), and doctoral students like effyisave to figure out how and which
AR traditions mesh with our own academic imperaiv@ne of the main issues for me,
as both a doctoral researcher and someone ethieajiypnsible to my participants, is the
validity of my findings.

In AR validity is constantly under scrutiny. Someople call this trustworthiness (see
Herr and Anderson 2005), but neither term is qattequate because neither quite
acknowledges the way AR generabescomeghat go beyond the scope of the research
itself, as well as a body of knowledge. | belielve tour cycles of my research process
and the multiplicity of data, as well as the conmant of everyone to the process, helps
to validate the results. Throughout the year, nafrtee 11 music circles resigned their
involvement and the number of research leadersinmti@onstant, with some slowly
progressing to local coordinator and research d¢oatak level. The use of a five-point
evaluation scale (verbal and practical) and wedklynightly and cycle-end meetings,
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continually lent validity to the research. Contidumntact between some of the research
actors attests to matters of trust and to theestesf action researchers in going beyond
knowledge generation. Although the MPAR cycle ende@9 November 2007, | have
kept going back to the participants to maintaintaohand to motivate those who have
been released.

Conducting research in a male-dominated prisonomasof the many handicaps |
encountered when conducting this study, as it plexyime with a male-only perspective
of how the MPAR functioned and was perceived. Ha@vein my entire prison
experience earlier that triggered my research emlea at MMCC and my previous
study (Twani 2002), | worked with female offenddrtherefore have a bird’s eye view of
how women have experienced music activities whilprison, although, needless to say,
my doctoral work falls short of a perspective omvem for this extended PAR research.
Studies by such scholars as Lois Weis and Mictiefie (2004), in their PAR work with
female offenders in American precincts, throw ligtio this gap in the MPAR within
South Africa. Investigations into music topics e ttontext of teaching and learning,
where women usually feature in large numbers, coatpaly speaking, were minimal in
this research, according to the DCS intern, thigainmesearch leader of the choir who was
also a music teacher. But the female research ool of the spiritual dance circle
contributed a wonderful insight, that even men hiareeability to perform and achieve in
such culturally unlikely fields! The experience waxth humorous, informative and a
huge learning curve for me on how correctional entunctioned as well as how the
community is needed in there to assist fellow huiveings.

One of the main ethical dilemmas in this resedmhme, was that of ensuring that all
participants could speak, perform, and write opeviiyle under surveillance. This
research carried the official ethical approvalhef DCS and Wits, and participation by
offenders was ethically sought and approved. (SgseAdices 1 and 2.) | may be the sole
writer of the thesis, but | am aware that | amthetonly producer of the knowledge that
was created within the prison space; indeed, thatme reports of research actors form
the backbone of this thesis. The 153 participamthiding the offenders, 15 research
leaders, the DCS HOD, interns and the student ptipalagreed with my using their true
and correct names and surnames, while some of3theniisic circle learners (offenders)
preferred me to use their clan names and nicknames.
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This latter request caused a lot of debate amas&pareh leaders in one of the meetings. |
recall one of them saying that in any cassdzelwe ntflsiXhosa = we are relegated

into nonentities], so hiding our names is of no’'u8@aother participant indicated that
they as offenders are always on TV for one reas@mother especially when DCS
demonstrates its achievements, “so what is theldad now? This signing of forms is not
necessary” (pers. comm., identity deliberately eated: 16 January 2007). After much
persuasions and explanations of the reasons aretiff occasions, the agreement form
was signed by the 16 research actors to free @ioallthe commanding academic gaze
by allowing for individual views, and for the resefato be ethically compliant. (See
Appendix 3. The signatures are not shown.)

1.10 Theoretical framework

Having dealt with the academic and ethical consitigns, | here explain the panopticism
and other theoretical concepts that frame thisarebe In this section | show how the
ideas of Foucault and Freire apply in my work aod they relate to the methodology.
Foucault’s use of the principle of panopticism (89%4) emerged out of Jeremy
Bentham’s idea of the panopticon as a model prgioich functioned as a round-the-
clock surveillance machine designed to ensurenbatffender could ever see the
inspector, who conducted surveillance from a peiyéld central location. What Bentham
invented was a formula of “power through transpay&iand “subjection by

illumination” (Foucault 1980: 8), a social systefrsarveillance and discipline to use
human potential to its maximum in a highly orgadis@d structured way: a theory of
surveillance, and a technology of power. Just a§dnicault, power in the prison could
be visible but unverifiable, so, | suggest, thegni officials in MCC used various tactics,
including the NOCC, as a form of practical and laetst control over offenders.
Offenders were aware that they were constantly uschaitiny as they rehearsed and
performed, while officials made value judgementgarding change of status in their
behaviour.

The panopticon is a two-edged sword. On the ond BEES (and other) officials can use
it to monitor behaviour; on the other, ‘performirajfenders, despite the fact that they are
conscious of being under surveillance, can usg & way of enacting their own power.
Both are manipulating strategies of power, bothexiercising technologies of the self,
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but they are doing it differently. Power within thason system, as Foucault points out
(1978: 26-27), is not a phenomermossesselly those who dominate but a strategy
exercisegdnot an attribute, but an ongoing exchange in Withe dominated can even
collude. “[T]his power is not exercised simply asabligation or a prohibition on those
who ‘do not have it’; it invests them, is transmdttby them, just as they themselves, in
their struggle against it, resist the grip it hagteem” (Ibid: 27). In this process, power
and knowledge “directly imply one another” becaudtggre is no power relation without
the correlative constitution of a field of knowleggor any knowledge that does not
presuppose and constitute at the same time povegiores” (Ibid). Part of the reason why
the new DCS initiatives are slow to be implemenged, showed earlier, is that with the
policy shift from atonement to rehabilitation, oorin an ethos of punishment to one of
development, has come a necessary shift to theptoso of offenders as people with
democratic rights, and with individual lives witieir own capacity for acquiring
knowledge and power, within the restorative justigstem.

This speaks to a shift of power from officials ffeaders, with which officials struggle
more, | suggest, than offenders. Offenders for th@it are beginning to use their
knowledge as performing musicians to exercise &icekind of power - acquisition of
music skills, acquisition of life skills, self-cadénce, organisational skills, problem-
solving skills - even within their dominated positj which seems on the surface not to
allow for this kind of personal growth. In this senmy use of Foucault differs from that
of Olwage (2005:17-18). Aside from the fact thatv@ye applies Foucault mainly to the
education system, not to the prison, the contexthiith he shows how choristers become
‘docile bodies’ and contribute to a model of ‘dagHutility’ is different from the context

in which this happens to offender-musicians. Th&@&mporary incarceration system is
arguably more random than the mission schoolintgsysless universal in its control
(ironically), largely because it is less dependmnthe Victorian ideologies of power that
held sway over mission schools and certificatiorthoés. It is, above all and because of
changing policies and practices, in a state of. fMysic in MMCC, even the NOCC
process, is not only about surviving the presentnasic was for Mandela and other
offenders under apartheid. It is also about bugdikills and a sense of self for the future.
In this regard, | argue, my PAR methodology prodidestrategy for shifting the balance
of power, which the DCS itself aspires to but fimiiféicult to attain.
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What role does the panopticon play in all thisTrtgor effect, Foucault notes, was “to
induce in the inmate a sense of conscious and pembaisibility that assured the
automatic functioning of power” (1978: 201). Itthés consciousness of being visible, |
suggest, that offenders have turned to their adg@nivhen it comes to music behind
bars. During the competitions and rehearsals,affenders who benefit the most; they
are in the limelight, and everyone depends on tidrmay display responsibility, respect,
determination, and willingness to learn, partiogpanhd win. Skosana noted in 2003 that
no escaping of offenders was reported during thesgetitions since their inception in
1997, despite the fact that more than a thousdedddrs a year were involved (Skosana
2003: 7). The officers show more concern for thferaders during this time, too, because
they in turn receive recognition for their hard wor

One must ask if offenders’ consciousness of beirthe limelight is a false
consciousness which only reaffirms the “reified posvof domination” (Foucault 1978:
212) around them. Even within the prison environtneawever, music’s potential as an
“impulse of opposition” (Pratt, cited in Dougan 2990) still holds. Through music
people are able to articulate many kinds of exjpoessot necessarily all visible. Music
also has a long history in South Africa and elsewtoé being used to voice protest
against repressive systems, a history easily tegaislie to protest against the conventions
of incarceration and socio-cultural restrictionrélehe relative autonomy of the music
groups that developed in MMCC during my PAR projacime of which still continue)
plays an important role. Although these groupseawishin an environment that denies
freedom and severs connections to social situatatside’, and although the
implications of panopticism are that it become®btipal technology of the body, where
power relations “invest it, mark it, train it, afatce it to carry out tasks, to perform
ceremonies, to emit signs” (Foucault 1bid: 25)eofferausethese signs as a strategy of
discovery about themwn aesthetic practice, physical selves, and power.

Even before my project began, within the confinethe NOCC and pre-existing music
groups in MMCC, issues of mutuality and recipro@gysted and were manipulated both
covertly and overtly. Offenders adhered to trairpnggrammes, performance sessions,
and other disciplinary processes and proceduresmain part of the competitions and
continue to enjoy the benefits that result frontipgration. By the same token, criteria
for involvement, and their attainment - when ancehthe competitions are going to be,
what the repertoire is going to be, how the scheediievents will work - are not under
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the control of offenders. These are initially knoamly to DCS officials or those
organising the NOCC. The officials control the plaagme while the individual
competitors seem to exercise some autonomy reggatio@r participation. The 2005
NOCC was postponed from July 2005 to 16 Februa@g2and the offenders did not
know the reasons for such postponement. Some esethe opportunity to participate.
However, there is a shared vision, almost an urapglact, between offenders as
participant choristers, that the correctional atitles want them to win the competition.
The delay is thus equally aggravating for both side

Foucault’'s point of departure for the analysis ofvpr relations is the resistance to
structures of domination, as noted above. Stragegfipower, whose object or target is
primarily the human body, are endowed with certaipacities or possibilities for action.
Actions are intentional goal-oriented movementstii@rmore, Foucault is committed to
the view that all social relations are inevitabhgdanescapably power relations. In his
view, there is no possible social field outsiddbeyond power, and there is no possible
form of interpersonal interaction that is not a #ame time a power relation.

In this case, where actions of DCS officials haveceeded in modifying the actions of
offenders through soliciting their involvement etNOCC, we can say that officials
have exercised power over offenders. In terms@ptmopticon, it is another mechanism
for controlling the conduct, movements and behavadwthersBut, | argue, the exercise
of power over others in the MMCC environment doesatways imply modification of
their actions; even while colluding with power, arftiers resist it, each bringing their own
distinct capacities for action.

Offenders involved in music activities in prisofthaugh they are not completely
panoptic-free, are nevertheless panoptic-conscmushat | call ‘panoptic-wise’. They

are free to participate in music activities getformto the very people they are

subjected to, subverting the authoritarian gazetimé gaze of an audience. They can take
their performance outside prison (‘beyond barst) ahow themselves to officials, other
offenders, and their social community, in ways thther offenders cannot. They enjoy
certain psychological and physical freedoms, amddeavelop new perspectives and
outlooks (on themselves and their time in incarti@ni compared to those who are not
participating. Still ‘behind bars’ and still perfomg offenders, they create a space of
freedom even within inhabiting the space of resticcalled the prison system.
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This emancipation from the paradigm of power amdaillance, their panoptic-wiseness,
enabled them to make use of the PAR programmaesdptakir current situation and their
potential for rehabilitation and full reintegratiorio society. Some of the offenders at
MMCC have gained considerable music experiencemtae than many members of the
community ‘outside’ have, especially in the East€ape. The offenders’ exercise of
power has become a life-changing activity. Thustrategy (choralism) introduced by
DCS as part of a programme of discipline and cdhi@as empowered offenders and
contributed towards their rehabilitation.

The logic of self-emancipation here equates toikigtits paradigm of the ‘dandy’ or
DeNora’s technology of the self (see above), bshmates even more strongly with the
work of Paulo Freire. In his semindédagogy of the Oppresse®70) Freire refers to
breaking the “culture of silence” of the oppres@édi: 14). To Freire, the broken silence
denotes emancipation, showing that the oppresséehucault’'s words, “can now take
the power of knowledge into their hands and arnger oppressed” (Foucault 1978:
25). Freire’s notion ofonscientizacao- critical consciousness, or conscientisatiord(lb
9) extends the Foucaultian relationship betweengp@nd knowledge; and | have drawn
on it here more directly for the educational terraor rather, for the realm of what Freire
calls ‘praxis’, which for him is identified with B&knowledge or self-reflection (lbid: 11).
This strategy involves interest in the way one’s\gersonal history and biography has
expressed itself - and continues to express kselhow one sees oneself, and in one’s
roles and social expectations.

For Freire (1970: 15) emancipation and empowerraenfrom institutional or
environmental forces that limit our opinions antiatal control over our lives, but are
taken for granted and seem beyond our control.€fbeg, insights gained through critical
self-awareness are liberating, in the sense tHatat one can recognise the reasons for
one’s problems. Following Freire, the assumptiomate during the PAR project was that
in discovering themselves as offenders - oppresiseimpowered, disenfranchised (by
their crime and then by incarceration) - theserafégs would become not only
knowledgeable but aware of the sense of liberahlahcomes with new knowledge. This
process occurred as they engaged with others liogdia and discussion, when they tried
to transform their oppressive situation in whichyttiound themselves argue here that
such transformation cannot just happen theoreyieali the head or by thinking - but has
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to come through active participation. Thus PAR bee#he appropriate tool for
conscientisation that challenged the musiciansroebars and that required responses;
not just at the intellectual level, but also at lneel of action.

While Foucault's theory of panopticism looks at hpewer structures operate, Freire’s
theory ofconscientizacathrough ‘praxis’ impacts more directly on my applion of
participatory action research as a method. If afézs have the capacity to change and
control of their lives through music (both behimdtldbeyond the bars), Freire’s notion
speaks to the need for critical action and refbecta ‘praxis’ for them to develop new
and improved skills for successful reintegratioto ithe communitylit is also about social
transformation that comes from an individual’sicat understanding of society and their
ability to change it. For Freire (1970: 53) a ‘digic’ process is the essence of education
for self- and social freedom. In my research, dja®played a crucial role in facilitating
the whole process initially, and in initiating aibloration between participants, at

different levels of psycho-social dynamics.

Freire’s ideas were nurtured in the 1960s eraiti€al theory and revolutionary politics.
More recently, Jirgen Habermas'’s theory of comnaiivie action (1996) has proposed
that the act of coming together and agreeing demttze place of revolution as a mode of
change. As he puts it: “A discourse-theoretic iptetation insists on the fact that
democratic will-formation draws its legitimatingrée both from the communicative pre-
suppositions that allow the better arguments toecomo play in various forms of
deliberations and from the procedures that se@irdérgaining processes” (Habermas
1996: 24). Communicative action is the type of@cthat Habermas says uses all better
ways of thinking, plus language. This combinatilaveed participants in my research to
understand and agree with one another and to nlake for common action. As Freire
advocates:

We must never merely discourse on the presentisityanust never provide the
people with programs which have little or nothingdb with their own
preoccupations, doubts, hopes, and fears It ismotole to speak to the people
about our own view of the world, or to attemptrgpose that view on them, but
rather to dialogue with the people about their veewd ours (1970: 53).
In this sense, both communicative action and disagye a consequence of the action
and reflection that may flow from discussions aefates, combining theory and practice

from which knowledge is acquired. To both Freird &tabermas, discussion at this point
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has to shift from the question of the prevalencsimiple majority decision-making in
deliberative processes to one which constituteebahd reasonable ways of arguing
(Habermas 1996: 24). Habermas’s theory and Fraiialsgue assume consensus. The
contention is that teaching and learning occuhagitaloguers interact. Debate of this
kind is thus a tentacle of praxis and an interactibboth praxis and consciousness-
raising as advocated by Freire.

To this end, Habermas suggests that active commtimrcis about deliberate and free
participation and invariably where consensus isiired. His consensual form of
democratic participation through reasoning andyzsesi®n could suggest how
participation could best be achieved in the prisovironment (1996: 299). Habermas
argues that consensus ought to be subjected tted@bdeliberation and reflection.
Freire, however, promotes action and reflectiofighimg that consensus should not be a
prerequisite for discussion but should rather c¢fllee democratic discourse of informed
deliberation and reflection responsive to the dedsasf an active citizenry (Ibid). If there
is an exchange of argument, according to Haberasawjth the MPAR project, it should
be unconstrained, free from the panoptic gazeehtlthorities in the sense of Foucault.
Such ideas were of importance for the actions @frésearch participants involved and
the research method | had chosen for my inquirg iflea of dialogue as articulated by
both Habermas and Freire features prominently ircloging chapter, where | talk about
dialogic learning.

Freire’s starting point is the organising of therzulum that must be in the present,
existential, concrete situation, reflecting theiagpns of the people involved; thus a
needs-driven approach to curriculum developmierthis way, he demystifies the false
consciousness of the oppressor as the one whovwl&dgeable and emphasises the need
to lead the oppressor to assist in designing audtno according to the needs of the
oppressed to support the transformation procesleatame time conscientising the
oppressed of their role in it. If curriculum devetoent is approached otherwise, both the
oppressor and the oppressed are dehumanisece-hbthes, aspirations, opinions,
feelings and views of the oppressed are not givbreifedit. This would happen if an
elitist stance allows the oppressor to impose thieivs on the others by whatever
manipulative and sadistic means, intentionallytbeowise. Freire’s principal concern

lies with the social transformation of the oppresisg educating both the oppressors and
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the oppressed through critical self-reflectionres/tdebate and discuss in a dialogical
way.

Such “experimental try-outs” (Lammerts 1988: 88)evearried out in the MPAR’s 11
music circles and cycle-end meetings; the reseaxpkriments carried out by research
actors were collaborative and included all paraaits at various levels. In this process the
four stages of PAR explained in Fig.1 were integptah each cycle of the research with
the continuous gathering and feedback of infornmagilbout the existing local practices
and how these could be developed at MMCC. Howeliex to me is the first step

towards a deeper understanding and implementatiard@logical learning process to
transform people. An education programme has yefrterge from the “generative
themes” (Freire 1970: 58) of the dialogue.

These generative ideas suggest the direction famgdh translating a shared vision among
participants into a comprehensive action plan wknohld require changing individual

and organisational behaviours, impacting on oldesys and structures that may have
outlived their purposes, and getting beyond quikksélutions for true and real
transformation to take place. For the above reaa@rsgramme such as the MPAR had,
for me, the methodological aim of arriving at sauas through reflection and action in
order to generate an action plan by all the relemators together, and so assisting
offenders to find their best place in society.

Finally, some aspects of critical theory inspireg mmeethods of analysing data, since | had
collected multiple levels of information. A variety techniques for data analysis was the
way to go. | was attracted to Jean Clandinin anchilel Connelly’s narrative inquiry,
particularly their assertion that stories thattatd and lived become points of reference
and are capable of educating the self and the;athdrindeed, the journal entries and my
field notes were informative. As Iris Young (20@F) puts it, narratives are useful in
creating opportunities for the marginalised (muwsisi behind bars) to air their views
about their oppression, constraints and difficaltighey voic[e] their reflections on
situated experiences and identities in relatiothédr social positions and their affinity to
others” (Ibid).

In addition | found the thematic content analy3i€A) approach advocated by
Wilkinson and Birmingham (2003) useful in analysdhaga collected in narrative form.
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With TCA, the researcher notes the number of time®rd, theme or issue emerges,
after which meaning is applied and data analysahlinguist (1998) emphasises the value
of this approach in analysing qualitative textuatiedemerging from a multiplicity of
streams including written words, interviews andegjees as well as informal
conversations. Such techniques enabled me to eliicence that would support or

nullify my propositions that music could be usedaassfully to conscientise and liberate
Hatting’s ‘dandy’ (1994: 2). | further explore sutdthniques in Chapter 6.

1.11 Concluding thoughts

With PAR as the appropriate research design fomamrg, | theorise that the ‘culture of
silence’ of research actors in my project, espicvaith the offenders, was broken. The
offenders emerged as “speaking bodies” (Susan yhpets. comm. 21 February 2006)
because of their local knowledge and the contrduitn knowledge construction that
occurred within the project. The spread of inforimaiand power was distributed and
located among the different research actors itMtsic Participatory Action Research
(MPAR) project as they interacted, reciprocated iafldenced one another in acquiring
new knowledge and skills. Here, the MPAR along wlith NOCC became not only
power and knowledge tools but also agents for chdmgthe musicians behind bars.
They were conscientised into activism through masieating a space (which | have
framed as a Foucauldian/Freirean nexus) where lgunel was created, and research
actors were emancipated and empowered. My evidened this is tabled in Chapters 2
through 5 below.
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CHAPTER 2: INTRODUCTORY CYCLE AND
ACTIVATING WORKSHOP

2.1 Introduction

In this chapter | describe the events and narhetestories told by some of the research
actors in the first of the four PAR cycles in MMCI@&m late 2006 to March 2007. This
chapter and Chapters 3 to 5 constitute the mairir@aipevidence of my research.

After three months of preparatory meetings, thdesytook three months each except for
the last two-month one. Within each of the fourlegcthe four stages - plan-act-observe-
reflect (Kemmis and McTaggart 1992: 18) - were gardusly interwoven. The whole
research was therefore conducted over a period aidnths.

Six preparatory meetings were held with the areansissioner, various heads of

MMCC, a head of section and the research actons 1® October 2006 to 09 January
2007, to introduce the MPAR and outline researdtgsses and procedures. Prior to this
| had requested and received permission from thieh& Department of Correctional
Services in Pretoria to conduct the research. f&pgendix 1: Permission to Conduct
Research Letter.) The first cycle started on 1&dan2007, and the last ended on 29
November 2007. Because of the cyclic nature obaatesearch and the importance of
describing phenomena from the participants’ pettsped present their narratives from
reports and journal entrigerbatim and unedited. They often spoke in themm&o
language, IsiXhosa, and where this happens | gd=nhglish translation.

2.2 Preparatory meetings

Cycle 1 began on 16 January 2007 and ran to a-eylaneeting on 27 January March
2007. This was a preparatory cycle where musicsopiere decided but no musical

%The strategic process relayed in these chaptecaniinuous gathering and feedback of informatiboua
the existing local practices, shows its aim in¢h# for and the opportunities for social partidipa of
offenders and how these practices develop in all égcles of the research. Reports and journalesntr

from those who were part of the MPAR project, smhehom have since been released, illustrate sdme o
the successes gained with this research model.
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activities happened yet. Before it began there \8pr@reparatory meetings, structured as

follows:

1. On 16 October 2006 there was a meeting betwemselfras research facilitator and Mr
Luvuyo Gqili, the area commissioner, in his offadeMMCC, to introduce myself and the
research and to arrange further meetings with @t#rorities. The idea was also to
solicit his support for the project. He was excibatause “it was going to pave the way
for music development of such talented offendepgtg. comm. 16 October 2006). He
added a regret:

You know, Mrs Twani, | am sorry that only MthathaMmum Correctional
Centre has been made a Centre of Excellence Hyapartment and not both
Maximum and Medium, because this is actually wizelea of activity is even in
sport and music, as you know choirs from this priace national champions
when it comes to music. However, we are gratefal preople like you have
become involved to further develop our offenderss tertainly a credit to this
centre and me as the area commissioner. | trulgomed the research project and
give you full support.

Mr Gqili suggested that when | met with him and d¢iieer authorities in the next meeting

| should explain the difference between researchtaining, action research and other

kinds of research, and why | had decided to doacatsearch.

2. A second meeting was held at the same offiddN€C on 23 October 2006, attended
by Mr Gqili, three heads of prison, and myselfal’g two PowerPoint presentations on
the differences between research and trainingaanther one introducing the MPAR
project and explaining the PAR model, its advardagyed disadvantages, and how it
differed from other research models. | gave tweoea why | preferred action research
to ‘training’: first, the two are very different ex if some of the outcomes appear similar,
and the processes that govern them are differeatrsl, teaching and learning music
requires mastery of skills, techniques, and knogéealver a period of time, usually
medium- to long-term, and my project would onlydree year. A major consideration, |
said, was the profile of the targeted participdotghe project, who had little or no
formal music background and some were semi-litevatetally illiterate, as | had seen

during choir practices.

The aim of this meeting was to get the buy-in amgpsrt of the senior officials and to

ensure that they were left in no doubt as to theriicance of the processes involved. In
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this meeting the head of the Sport, Recreatiors and Culture unit, Mr Makroza Alfred
Ngxishe, was identified as the right person fortmeork through, since he was in
charge of that unit and would be able to assigt e selection and recruitment of
participants, taking into account prison requireteesuch as length of sentences and
conduct of offenders. The three heads of prisodgad their support for the project.

3. A third meeting was held on 07 November 2006vbeth myself, Ngxishe and the
three heads of prison. | outlined the strategydurdtion of the MPAR project and the
type of offenders who should be involved: those wigoe already involved in NOCC
and those serving medium- to long-term sentenoesgure that the project would be
sustained at least to the end of 2007. Figure Zodstrates the structure, activities and
time frames for the project.

Ngxishe was of further assistance in identifying K® officials for involvement in the
MPAR project, such as the two interns who took pafit to the end. They
enthusiastically welcomed the project, seeing dramtervention that would help music
develop to greater heights in the prison and the&y talked about its rehabilitating effects
on offenders.
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Fig. 2 MPAR project plan and duration

[39]
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10. Cycle-end meeting 27 January 2007: evaluati@ttion plans.

Cycle 1(Preparatory): January-March 2007

First prep. meeting 16/10/2006: facilitator &@a commissioner.
Second prep. meeting 23/10/2006: facilitatoraaommissioner,

3 heads of prison.

Third prep. meeting 7/11/2006: facilitator, HAB heads of prison.
Fourth prep. meeting 12/11/2006: facilitatod &0OD.

Fifth prep. meeting 14/12/2006: facilitatornamunity music expert &
3 coordinators.

Workshop prep. meeting 09/01/2007: facilita&d3 coordinators.
Activating workshop 16/01/ 2007: research actor

Activating interviews (group & individual): rearch actors & learners.
Weekly & fortnight meetings between 8 resedeclders, 3
coordinators & facilitator.

\

Cycle 2: April-June 2007

1. January- May 2007: weekly meetings
in learning circles by 8 research leaders
& circle learners.

2. Fortnight meetings: facilitator & 3
coordinators; coordinators & 8 research
leaders.

3. Last week of May 2007: cycle-end
meeting featuring performance,
presentation of written & oral reports, & 5%
point evaluation including evaluation by
experts.

4. New intake of research leaders & circle
learners.

. July- September 2007: weekly meetings in

. Fortnight meetings: facilitator and 3

. Last week of September 2007: cycle-end

. New intake of &waito music circle with

. New intake of 1 extra local coordinator.
. Intake of a new Dance circle with 1 researc

Cycle 3: July-September 2007

learning circles by 8 research leaders &
circle learners.

coordinators; coordinators & 8 research
leaders.

meeting featuring performance, presentatigh
of written & oral reports, & 5-point
evaluation including evaluation by experts.

1 research leader & 3 circle learners.

-

leader & 6 circle learners.

Cycle 4: October-November 2007

1. October-November 2007: weekly
meetings in learning circles by 8 researgh
leaders & circle learners.

2. Fortnight meetings: facilitator & 3
coordinators; coordinators & 8 research
leaders.

3. Last week of November 2007: cycle-e
meeting featuring performance,
presentation of written and oral reports,
& 5-point evaluation including
evaluation by experts.

4. New intake of 1 research leader &

3 circle learners.

5. New intake of 1 extra localcoordinator.

6. New intake of a Visual Art circle; 2
actors.




4. The fourth, very short meeting took place orNb¥ember 2006 between myself and Mr Ngxishe to
confirm participants and set a date for an intigtivorkshop in January 2007 that would introduc an
outline procedures and processes for all partitgogdhlow they were chosen is explained in Chaptér 2
below.) It was agreed that the participants wowdHree officials (Mr Ngxishe, Vuyo Mduduma, and $du
Mpopo), eight offenders: Cingile Qoboza, AndriestMaa, Mchayiswa Madikizela, Thembisile ‘Papa’
Msawu, Mluleki Gogobala, Ndoyisile Dubula, Vusunviajanti, and Sphathiso Mabho, three research
coordinators who were (my) music students from Welisulu University: Mkhanyiseli Gobingca,
Lungamzi Ngoma (a postgraduate), and SikhululdW#dunda, and a community music expert, Mrs
Kholisa Mlandu, who was a music teacher and had be®lved with coaching the DCS choirs even before
| started in 1999.

5. The fifth preparatory meeting was with the thresearch coordinators and Mrs Mlandu, and too&eptd
WSU on 14 December 2006. We clarified our rolesas the research facilitator; Gobingca, Mafunda and
Ngoma were the research coordinators and woulddawate work inside and outside prison; Mlandu was
the comunity music expert; and the three DCS dafficiogether with the eight offenders would all be
research leaders. All the research actors excephtke coordinators and myself would find at |sast
learners each with whom they would work, then decd music ‘study topics’, venues, and times feirth
meetings. Figure 3 illustrates the structure ofip@ation and role of the research actors. The gesed

with a lot of enthusiasm and buzz about the prajettie prison corridors and we were all set totsta
working in January 2007.
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6. Finally, | held a final short preparatory megton 09 January with the research coordinatorasare
that all the resources for the activating worksbodl6 January (equipment, catering and transpa@mtg w
organised.
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Fig. 3 Structure of participation and role of the research actors

Research Actor:

1 facilitating researcher

3 coordinators (WSU music
students)

8 offenders (soloists & leaders

3 officials (DCS S,R A&C)

1 community musiexpert

TOTAL = 16

Music Circles

8 research leaders (inmates
& soloists known as
research actors)

48 circle learners (all
choristery

2 officials andl community
expert (also referred to as
research actors)
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2.3 Cycle 1

The Main part of Cycle 1 went from 16 January 26087 March 2007, the day of the
cycle-end meeting. It was more of a preparatoryecycterms of ensuring that all
research actors (all core participants — reseaathelrs, community music expert and
coordinators) were on board, and understood wiegt\trere involving themselves in,
knew about the conditions of participating, undmsttheir roles and commitment to the
year-long project, and could plan their music te@ad activities. A ‘preparatory
activating’ workshop was essential for all of usptap out the strategic purpose,
processes, procedures, and logisttdsrom the end of January to the end of March the
participants held meetings and discussed their,aspsrations, and needs. At the end of
the cycle we all came together to listen to prest@ms of work planned or in progress.

| begin with a three-part ‘thick description’ ofetlactivating workshop, where many issues
were revealed for the first time and where theaedeactors introduce themselves. I call
the three parts ‘Expectation’, ‘Explanation’, afhfticipation’, although elements of each
come into all three parts.

2.3.1 Cycle 1: Activating workshop part 1: Expectation

On 16 January an activating workshop was heldHerli6 research actors (research
leaders, community music expert and coordinatarkgre research-related procedures

and rehabilitation imperatives were explained. Ad Rammerts notes (1988: 82), an
activating workshop “is an instrument whose maial@mnd strategy is to gain more
discursive knowledge and to break down obstrustivgines of action”. | found that this
instrument also helped sensitise participants aathled me to do a baseline assessment of
their knowledge about the DCS’s approach to rehatidn their awareness of the impact
and benefits of participating in rehabilitation grammes and the ways in which these
added value or not to their lives in prison anddmel | wanted to find out whether
participants were able to make connections betwssninvolvement in musical activities

%L1t may seem as if there was an excessive amourepfaration, but at each of the preliminary megtin
more people came on board and took ownership girbject. This was important to me as an action
research facilitator, and for them as participaftss groundwork was not just ‘background’ but Witathe
process; and process is vital to PAR.



and rehabilitation. In addition, it was importaat fne to learn what else motivated them

to participate.

Fig. 4 shows most of the 16 research actors, wheedthe research and were part of the
activating workshop. With their varying educatioaald musical backgrounds, they
provided useful insights that helped me to pit@ghesentation of the research process at
an appropriate level.

Fig. 4 Activating workshop attendees

Back row: Mkhanyiseli Gobingca, Siphathiso Mabho, Mluleki Gbgla,

Vuyolwethu ‘Vuyo’ Mduduma, Mchayiswa Madikizela, rigjile Qoboza and Vusumzi
Majanti.

Front row: Andries Mathida, Musa Mpopo, Kholisa Mlandu, MatadAlfred Ngxishe,
Zoliswa Twani, Thembisile ‘Papa’ Msawu

Not in the picture: Sikhululekile Mafunda (photographer), Ndoyisileiia and
Lungamzi Ngoma

The research actors pictured above ranged froneagsyo 52 years of age, but their age
did not deter the spirit of enthusiasm that peree#tte workshop. The six-hour activating
workshop was intended partly to find out the resleactors’ central understanding of
terms such as music, research, participatory actisearch, rehabilitation, restoration, and

44



reintegration, and their relation to one anotherother intention was to come to a
common understanding of how music through the ARIehoould contribute to preparing
offenders for reintegration into society. Furthitbe idea was to generate an action plan to
assist offenders in finding their place in the wideciety. Above all, we wanted to outline
ethical considerations and address the modalifidsity reality in a prison, especially
those of a “psycho-dynamic nature” (Van Beinum 1988. Receptivity towards the

other is a methodological necessity in AR as Vamia notes, as well as an ethical one.
It was imperative that emphasis was placed on ¢leel to break down hierarchical
barriers and assume a neutral stance, where &ltipants could see each other as
partners and actors and the role of each couléée as crucial in the success of a project
where everyone has to collaborate in finding sohsi

The workshop followed a programme set by the oatspdrticipants. In brief (followed

by more detail below): opening prayer by Gobingealcome remarks by myself; an ice-
beaker by the male intern Vuyolwethu ‘Vuyo’ Mdudumabrkshop expectations and
introduction of the MPAR project facilitated by ngys a discussion of the relevant terms
and rehabilitatiorvis-a-visthe role of music, facilitated by Ngxishe; and thioduction

of all circle learners (offenders) by eight indival research leaders (themselves
offenders). Finally we had an impromptu performalngéhe offenders’ choir conducted
by the acting conductor (who was an offender) amgl Mlandu. Some of the programme
was recorded on film and in photographs.

In welcoming the participants, | thanked Mr Ngxigitefoundly for his part in enabling
us to run the project. In a prison environmentréssed, success depended on great
patience and humility. | highlighted that the pagants in the project were the lifeblood
of the MPAR project, without which there could beproject. | further wished that the
spirit of determination that was in me would flomta their inner beings as participants,
for | knew that it was not always going to be edmswing worked in the prison
environment before.

| presented the background to my doctorate andtheMPAR project linked to it. | ran
through the meaning of MPAR and why | chose thisleho(See DVD ch.lwhich also
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shows the atmosphere and physical environrifeit. Mduduma’s 10 minute ice-breaker
everybody introduced themselves. For this actitipsked the participants to sitin a
semicircle for more effective discussion. We thame to the crucial discussion of what
participants expected from the research projectane, one of my main concerns was
that people should express their hopes and feans &leing involved, seek clarification,
and find common ground and a shared vision. It eveesof the most energetic and
participatory sessions. At this early stage, |cealithe tension between teaching and
research emerging as the offenders kept referoirtigetir expectation to be ‘taught’ certain
things. Mchayiswa Madikizela asked, to the laugbtezveryone in the room,

Ke ngoku Mama, uzakusithengela iincwadi, ne unifdaioku kufuneka sicace
ukuba siyafunda kule project. Mna ndiyavuya ngokugtdn ndibengumntwana
wesikolo,futhi ndifunda into endiyithandayo, kalaldaphuma kusekwa ngoko
esikolwenf*
[Mother, are you going to get us books and unifolmfgality, we need to be
different from others [other offenders], and it e clear to everyone that we are
learners in this project. | am happy to be learraggin since | left school quite
early] **
To defuse this tension, | immediately went to mplaration of Action and Participatory
Research to show how research differs from teaclingn though | made this
presentation and later constantly reminded theuséoterminology such as music circles
and circle learners as opposed to music groupgemgp members, referring to
themselves as researchers, the tension prevailgtiole was that it would end by the
time we finished the project and that it would ogate any dependency either during the

project or beyond.

| was surprised by their energy and enthusiasraamlabout research. Vusumzi Majanti,
wanted to know:

32 Extracts from DVD footage are on the DVD that anpanies this thesis. It has 24 clips but someerith
are grouped under one chapter, so the numberirngfgma from chs. 1 to 15, as follows: 1, 2, 3, 48,

4C, 4D, 5, 6, 7A, 7B, 7C, 8A, 8B, 9A, 9B, 10A, 10BLA, 11B, 12, 13, 14, 15.

% The records from the activating workshop in Cyktlere documented and preserved in DVD footage that
can be made available with permission from DCS. t\bshe discussion on this footage has been
transcribed, and it is these transcriptions thegd here.

3 Al the translations are by Zoliswa Twani. To make participants’ comments and my translations
visually clear, | have usually indented them irgéinspacing even where they are short, not follgwhe
standard formatting code that | do for quotes flibenary sources (only quotes five lines or longer
indented).
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Mam’u Twani, yintoni i research, ngoba lento ledidingokuva ithethwa

ngabantu abafundileyo. Ingaba nathi singayazi?

[Mrs Twani, what is research? | often hear educptsaple talking about research.

Will we also be able to learn about it?]
Without down-playing the enthusiasm, we neededdoage the activities and ensure that
the playing field was levelled. | was alert to nojeras a facilitator who needed to be
cautious about power relations and how these wareng across and received by
participants. As Herr and Anderson note, one ottiedlenges of PAR is gauging the
positionality of the researcher, since the majéfietence between PAR and other
gualitative research is that “research participtmesnselves are either in control of the
research or are participants in the design andadetbgy of the research” (2005: 1). My
response to Majanti was that they should first rédlae research project as an opportunity
to show off their skills and knowledge about muaid see themselves as contributors to
knowledge that we would all be amassing; secoral,ahy learning that took place would
be informal, that they would be operating outsidenmal school boundaries, so uniforms
were not necessary and nobody was going to beitgpahybody in the traditional sense.
Third, 1 urged everybody to talk about ‘attire’ fibre various music genres as represented
in the music circles rather than referring to ‘onrs’.

The question of dress continued to be an impodaat For example, Madikizela insisted
on acquiring propenhubheattire for each member of his music circle for final cycle-
end meeting. The way people looked was an impoparitof how they felt about
themselves. | return to this point in more detatiét, where | also note the creativity of

offenders in searching local resources to acqumé@drms’.

Mluleki Gogobala, at 19 years the youngest oftal ¢ffenders in the project, asked about

a different aspect:

Mna, ndifuna ukwazi ukuba ndizakuzuza ntoni ngoluiba project? Ingaba
sizakubhala iimviwo, zona iizatifiketi sizakuzifura@ Kudala simana singena
kwizinto zomculo kodwa ufumane ukuba, into emnlkdiphuma ngaphandle
kwe jele, kanti ke kumele kubekho into ebonisaybalkmntu unezinto
azifundileyo.

[l want to know what the benefits for joining thigoject are. Are we going to write
examinations and get certificates for participa®i@pme of us have been involved
in a lot of music activities in the prison and trdy benefit is to get out of prison
for a while and yet | think there should be evidetitat one has actually learnt
some things.]
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It was clear from those who had some choral expee¢hat their number one desire was
to learn to read and write music. Cingile Qobozam®nted with excitement:

Eyi, mama intle lento uzenayo, uyabona mna naldanaglicula nawo, sihlala
sithetha ngento yokucula itonic solfa. Kungakultgarg ukuba singaphuma kule
project sikwazi ukufunda nokubhal#oiic sol-fa namagqudu la, lento ye staff
[You know what you have brought us, mother, it'saivthe other choristers
(nalamajitais colloquial for ‘gentleman’and | talk about, namely, singing in tonic
sol-fa. It would be quite nice if we could leave tbroject knowing how to read
and write both tonic sol-fa and staff notation.]

Andries agreed with Cingile and he further mused:

IStaff mna ndisibona sibalulekile, ingakumbi nj@kigba mna ndibawela ukucula
lomculo we opera and kufuneka umntu awazi lamagadgidikade, Mam’ uTwani,
ndingakwazi ukucula ngesi Jamani okanye isiTalifane

[l see staff notation as the most important thmégairn for me since | am
interested in singing opera music and | need tmlstaff notation. Mrs Twani, is it
possible for me to learn to sing in German andlitadian?].

Other concerns were regarding learning to playunsénts and the availability of these.
Madikizela asked:

Nje ngokuba lomculo ndiwuthandayo, uhubhe okanjenenusebenza ngekitara
namakhasethi ingaba sizakwazi ukuba nazo ezozhhdo/afuna ukufunda ikitara
ukuze sizenzele umculo wethu singathembeli kulaasakin gha.
[Since the music | enjoy ishubheor imfene whichuses a guitar and cassette
tapes, is it possible that we acquire these? | vealgiarn to play the guitar so that
we can make our own music rather than relying onlgassette tapes.]
Dubula then raised what | had anticipated woula beajor challenge in the MPAR given
the spread of educational backgrounds of partitgpame that would involve some
adaptation of the AR method (based so heavily otiggzants’ writing). My immediate
concern was, which areas of the research proces® dbare and at what stage do | take
control and ownership of the data analysis needegdresenting the AR dissertation? His

guestion was thus extremely pertinent:

Mna andikwazi kufunda andikwazi nokubhala, ngokndieakwenza kanjani xa
kufuneka kubhaliwe? Lo nto ingathethi ukuba ndithndikhutshwe, hayi!

% There are no proper names for most of the musiastén IsiXhosa; however, some Xhosa words have
been invented in the process of formally introdgaimusic as a learning area within the educatiotesys
One of them isamagqudy to describe music notes written in staff notatlmecause of their round shape
and the stem that resembles a knobkerrie (roundduestick).
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Ndizakuhlala ngoba ndifuna ukubonisa olwam ulwggmculo, ndifunde nezinto

ezintsha.

[I cannot read or write, so how are you going takmsith me when there are

things to be written or read? By so saying | amsugfgesting that you should take

me out of the project, not so! Because | want toalestrate some music

knowledge | have and also learn new things.]
For me this was a bold display of courage, andledtial maturity, because as he points
out he did not know if illiteracy excluded him - igh was certainly not the case, but it
also involved thinking about adaptations of cerfaihand PAR aspects that could ensue
for the MPAR. One such adaptation was allowingsgaech actor and not Dubula the
research leader to be the one responsible fordempevents, thoughts, ideas and progress
related reports - because of Dubula’s inabilitydad and write. Since Dubula was a key
person in his music circle it was still imperatieeget his perspective, which is where
DVD footage was useful. This situation also dem@tst the essential ‘situatedness’
(Weis and Fine 2004), flexibility of approach, amiqueness that each PAR project has,
where methodological aspects of PAR are adaptee@sssary to achieve optimum
results. As Elden and Chisholm put it (1993: 1073 systematic empirical enquiry
evidence is based on the participants’ own categ@nd frameworks for understanding
and explaining their world, and “they themselvefirdg investigate and solve the

problems produced by a particular social system”.

| had hoped that this mid-morning session wouldlo@t but to my surprise it became the
longest; it took about 45 minutes. | allowed ictory on simply because the offenders, in
particular, were enjoying their probably rare oppoity to speak their minds and express
their feelings and opinions freely, making ‘comnuative deliberation’ or ‘naming their
world’ as Habermas (1976) and Freire (1970) hatetplihe problematic of researeis
teaching and learning needing such a length of Wa® quite puzzling, and | wrote in my
journal that | had expected them to problematissearch’, which they didn’t. | resolved
to emphasise the use of research terms continuandlyo keep reminding them to think

of themselves as co-researchers and co-leadens oésearch process.

In sum, the workshop produced expectations abeutabearch process, procedures,
resources needed, and considerations for succésgfigmentation. | gained a good idea
of the participants’ readiness for participationt brealized that some matters would need
clarification as we went along, such as notionsebfbilitation, research, the benefits of
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participation, the nature of cycle-end meetings thedt evaluation, and expectation about
resources and ‘uniforms’. Above all, | had to thodcefully about illiteracy in relation to
my reporting the research, and about the relatipnstthe project to my PhD, and | talk

about this later in the thesis.

2.3.2 Cycle 1: Activating workshop part 2: Explanaion

Having dealt with some of the issues arising frtwn participants’ expectations, | returned
to the idea of ‘research process’. | explained thathree coordinators and | would
provide overall guidance and support while the off#eresearch leaders would lead the
music circles in planning their music activitiesldalt with the roles of the research actors
and constitution of the music circles (as in FigBr@bove). | explained that the circles
were dedicated to planning, acting, observing afldcting on what they had done,
throughout a particular cycle, and that the musides (classes) would be visited
regularly during the cycle. | explained the useesfearch journals and their purpose for
recording participants’ plans, ideas, and reflexioro cater for illiteracy, we agreed that
those research leaders who felt inadequate abewtiteracy levels would discuss with
their music circle learners other ways of recordimgnecessary information. They could
then report on this aspect to research coordindimiag the music circle (class) visits.

| set the stage by requesting Mkhanyiseli Gobirtgadistribute stationery, including the
research journals, to all 15 research actorshiemtto start keeping their records as
expected in a research project of this nature. Dwsership’ of a journal and writing
utensils was an enormously symbolic gesture, esethbse who could not read or write,
as | realised later. | explained the whole MPARjgrbby means of a PowerPoint
presentation. (See DVD ch. 1). | immediately readosity and excitement in the eyes
and faces of research actors, especially the adfsndome of whom asked: “Are we
going to be on TV?” Such a question gave me an ppity to speak more about
documenting the research using DVD, photograplsp#imer means, and why all this had
to be done. | said in a mixture of IsiXhosa and|Ehg

Mandiyiphinde lento ndiyithethayo ngesiXhosa. Ky@ainals umntu uzakubhala
yonke into afuna ukuyibhala ngohlobo Iwakhe, ukwaee ukhumbule inzame
zakho[Let me repeat what | am saying in Xhosa. In tjesenals, we are all
going to record whatever we feel is important im own way, so that we can all at
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a later stage reflect on our own efforts.] The pment is for everyone involved in
the project; feel free at any stage in your worthwiour circle learners to use
some of it. This can be arranged through the rebeaordinators and the office of
Mr Ngxishe.
| explained that | was answerable to the DCS Rebkdairectorate, wherein, for example,
the spelling of Mthatha had to remain ‘Umtata’ d&3@S imperative, a well as the
reporting of the progress and outcomes of the reBehexplained the nature of action
research as but one kind of research among mamy kitids, where the two terms
‘action’ and ‘research’ highlight the essentialttea - that of trying out things in practice
as means of improvement and of increasing knowled{ighn my voice warming up, |

found myself exclaiming:

It is research done by individual participants tkelmes into their own practice in
many different work situations, formally or inforitygand even in prisonKe,
lento ithi, aninakuba nangxaki yinto yokuba nitikulendawo nikuyo nibenifunda
nisenza iresearclYi-researcteyenziwa ngabantu abadibeneyo befunda banzi
ngomsebenzi abawenzayo nokuba basdjehes means that you should not have a
problem that even in your situation and environnyent are involved in learning
to conduct and about research.]
| explained the terms used in the MPAR project lfsag research actors, music circles,
research leaders) in both English and IsiXhosa,imgadure that even those who were
illiterate or lacking in the understanding of Esgliwere fully involved and left in no
doubt as to what the project was about. (See DV.2 glAIso | needed to point out, albeit
in a subtle way, the importance of English in maeaching and learning; there are no
appropriate IsiXhosa words for most musical ternesided this session by showing them

a set of four recorders, which could be used in@maore of the groups.

When Ngxishe and Mlandu went on and off stage tp faeilitate the next session, | was
fascinated by the admiration that the offendersv&ub by clapping and ululating. The
purpose of the next part was to find out participaperceptions of rehabilitation,
restoration and reintegration and for the DCS falar their understanding. Mlandu first
took a turn, and started apologising for her la@ing due to her work commitments.
Most of the offenders burst into bouts of lauglated shouts of joy because of her asides.
Although she was not due to speak, she made atspbect me in which she indirectly
told participants the sort of thing they would barhing in the project:
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As you knowxa sifunda amaculo pha ekwayarini, ndidla ngokutimi kufuneka
iculo eli ulazi ukuba lithetha ngantoni ukuze ukindailicula. Ndayifundiswa
nguye ke le nto yokuthnalyse a songezizinto ndidla ngokuthetha ngazo ze-keys.
Ndiyavuya Mrs Twani ngale project bazakutsho baygkeula nge music scores
eziqutyudiweyo.
[When we learn new songs with the choir, | ususdly we should know what each
song is about and how it should be sung to the mgani the text and expressions
for you to interpret it well. She taught me howatwalyse music and theory of
music. | am happy, Ms Twani, about your projecis igoing to help them to be
music-literate and stop singing with the music ssdreld upside down].
At this stage everyone was laughing, and she joiédiglahleka, kumnandi. Zenifunde
umculo lo niyeke ukundweb@You are laughing. Learn music and stop being isitjug].
More laughter followed. What she said raised a remolb significant points such as her
cordial and sound relationship built over time wiltle offenders. This cordiality was to
become a valuable feature within the project, désddor good partnership. Even in this
first meeting, the carefree moment with Mlandu gaveryone an opportunity to loosen

up and participate freely.

The same atmosphere continued as Ngxishe tookimddaading the question and answer
session, where | and other research actors respo8dene of the illuminating moments
included Dubula’s response:

Kum, Mhlekazi rehabilitationyinto yokuba thina bonileyo siboniswe indlela,
siyeke ukuba ngamasela, sizivelele sinezinto egizaginokuzisebenzisa kuze sibe
lulutho kubahlali xa singaphandle, nokuba ke ababdrebekumoshile wade wabe
ulapha ejele bengazukukubonela ntweni.
[As | see it, Sir, rehabilitation is about rediiagtour thinking and attitude about
crime so that we can feel empowered with skill$ W can use in our
communities after incarceration, even if those pe@o contributed to our being
convicted will not see any good in us.]
This view to me was the most mature, particuldrl ‘knowingness’ and conciseness of
it. This research leader (who was so vocal abouagh#iterate) demonstrated this grasp
throughout the project, a fact that was illustraigcis music circle’s initial action plan to
learn how to form and register a legal entity vatbonstitution and business plan. As it

turned out, it became the most successful and r@Ebgroup, even to this day.

Madikizela, in a humorous way, added about rehtakibin:

Yinto yokuba sihlale kakuhle nabantu apha ngaphakeatngaphandle,
nokuzithethelela kuba ke sonile, yilento sibanjixgeke sikwiprojects ezinje kutsho
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ukuthi sidanile, ke masilisebenzise elithuba sigmielmilo ezitsha. Apha kuthi
sonke akakho nomnye onokuthi akonanga, njengokodnaya bedla ngokutsho xa
beghathana, ngowungabanjwanga xa ubugonanga.

[It is something to help us live peacefully insmied outside prison and to change
our ways because we have erred on the wrong sitte ¢dw, hence incarceration,
so when we are involved in projects like this ahaf indicates we are sorry. It is
for us to use this opportunity to change our betavand conduct. No one among
us can say they have not committed crime, as s@ualy argue when deceiving
each other, because you would not be in prisoaufdid not commit crime.]

This candour so early in the project was invaluabidy when people voiced such

admissions about themselves could we really advemcensidering positive changes in

life style. ‘Papa’ Msawu chuckled in response aratienthe point that the project opened

up the idea of lifelong learning:

It is a chance to learn other thingisendisoloko ndinomdla kuzo, gha ke ndingena
ndlela yokuzigala pha ngaphandle ngenxa yobudaia [tizat | have always been
interested in, but could not do them outside bexafisny age]Kaloko phaya
emakhaya lento yokucula ikwayala idityaniswa natvamta.Lithuba lokufunda
izinto ezintsha[People outside prison regard choral music andrsgnigp the choir

as something to be done by youngsters.This isuaisdd opportunity for me to
learn new things.]

Sphathiso Mabho interrupted and raised the ideausic helping with reintegration into

society:

Umculo lo uzakusinceda ngokuba sizakufika pha ngagille sikwazi ukungena
kwii groups ezikhoyo okanye, ukuba sifundisiwe gudgect njengokuba
sithenjiswa, sitsho sikwazi ukuqala ezethu iigrozgsculo sitsho sifundise oogxa
bethu okosikufunde ejele.

[Music is preparing us for the time after incartienra because we are going to be
released with some music knowledge and skills whiithenable us to join music
groups outside prison if we are taught as promisekis project and even form
our own music groups.]

To which Cingile Qoboza added, addressing Mlanlaat, & positive activity like choir

work would help people to leave a negative one:

Khumbula kaloku wena Mama, SisMakholi, udla ngodalsia phofu usicebisa,
noxa udla ngokuba usenyelisa phaya ekwayarini ubkabsifika pha ngaphandle
sihambe siyokucula ezikwayarini zee - adults ngobi@azi phaya ngaphandle,
siyeke ubututu nobukrelemnqga obu, khe senze izaitdbadlileyo.

[Remember, Mother, “SisMakholi” [nickname], you adly advise us, although
mockingly and jokingly, during the choir practiabsit when we are released we
should join the many adult choirs that exist owggadson, for us to stop crime -
thieving and brutality and participate in construetactivities.]

53



Such views strongly demonstrated the understaratidgntellectual maturity of some
research actors and their (already) raised conscess and readiness to change their lives.
They were future-oriented and seemed to have spegaéls for reintegration and new life
adventures.

We took a 10-minute break in which we enjoyed ligicks that the coordinators and |
had brought. By this time we had gone through ors of the workshop and | was
happy about the progress. Almost all the researtdrawere speedily taking notes and
actively participating: each had asked questiomkscamtributed to the discussion. Even
our camera operator, Sikhululekile ‘Skhulu” Mafunttzok turns in the debate although he
could not take notes, and was at times relievathageraman by the other research
coordinator so that he could participatédy only worry was time, as we were left with
one major session to handle, on how the procedwtgrcess of the MPAR project
would work, under my facilitation. | was glad tive¢ were all refreshed at this stage to
carry on for another 90 minutes. | checked whegveryone was keen to continue or
wanted to postpone, but all were in favour of amumtig.

2.3.3 Cycle 1: Activating workshop part 3: Participation

| presented the diagram of the stages of actiagareh as presented in Chapter 1 (Fig. 1)
to show how a group of ‘research actors’ like olwesgwould engage in the four stages of
planning, action, observation and reflection (fother planning) and how this could be
integrated into and seen as part of a cycle anddbe succession of cycles. | briefly
informed the research actors of the two main gob/sR: to learn the method by doing it,
a ‘hands-on’ approach, so that eventually peoptevaark on their own (the action part),
and to learn to write and talk about their worklsat improvements can be shared and
multiplied (the research and reflection stage),clwhmeant delivering oral and written
reports and performing in some cases, at cyclesseetings. There is a greater possibility
in an AR or PAR project to change plans while agtiior example, and it is possible to
embark on almost all of the four stages within opee without necessarily waiting for

the next cycle.

% |t must be mentioned that the DVD footage wastakén by professional cameramen but by participants
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| explained that the research would be conducted fmur cycles of three months each
and that my plan was that in all four cycles thestimgs of music circle learners would
take place in the classrooms for at least two haweek to discuss, debate, disagree and
agree on how they would learn, what they wouldrieand why they wanted to learn.
They would also talk about the challenges, problesuggestions and solutions involved.

| told them there would be fortnightly meetingsvoegn research leaders and coordinators
to sort out problems, monitor progress and, if neednake classroom visits to the 12
groups to help the learning process, as requirkis. il turn would necessitate weekly
meetings between the research coordinators, mygselfsometimes the community music
expert, for documenting and effective planningaformed them of the 3- or 4-hour cycle-
end meetings for all research actors and invitezstguand the five-point evaluation plan
which would be used to assess oral and practieglgntations by everyone, including
myself.

Finally I explained the use of the research joufoateflection and reflexivity thus
documenting events, challenges, problems, succdagages, opinions, feelings and
whatever reflective ideas the research actors wanteecord. These included reflecting
on music needs; noting decisions and action plamsprove the situation of learning;
recording new knowledge and skills gained in grdapates and discussions; developing
research topics; and growing skills in report wgteand presentation with the guidance of
the research leaders, the facilitator and reseayordinators. The diagram in Fig. 2 above
indicating the final design and plan for the foesearch cycles was also presented.

After my explanation | responded to questions afiitation on the process and
procedures, and was also able to find out if peoygie still keen to participate or wanted
to opt out. No one chose to opt out, which | waslglbout, but one of the research
leaders, Mchayiswa Madikizela raised a crucial pdirat | had not anticipated:

Njengokuba ndibona kulento sele siyenzile mam’uT,waliyabona ukuba
lomsebenzi ufuna abantu abanesineke, abakhuthelyenomdla abayithandayo
nyhani lento yomculo. Imeko yalapha ejele yahéykhina sizizibotshwa sibanazo
iingxaki zethu zokudelelana. Mhlazimbi, bazakuogxa bethu ukuba
uMadikezela lo ukhethwe njani? Isingathi kum utdtixishe ngekhe abize enye
imeeting yethu nababantu bethu absiyisizakubakhetha, acacise kwakhona
ngaleresearcmokuba thina aba bakaderssikhethwe ngokuba kutheni.

[Now that we have gone this far in explaining abibwt project, | realise that it
needs people who are patient, diligent, intereatetiwho really like music. Prison

55



conditions are different and we as offenders haweown issues of undermining
one another. Questions of how and why, for exaniplas chosen may be raised
by other offenders even those that will be pathefgroups. | feel that Mr Ngxishe
should call another meeting just for us leaders@anctircle learners to explain
about the project to us as a group and how we alesen as leaders.]
These comments raised serious points about thicgadi prison life and group dynamics.
They showed how the bureaucratic tendencies iwtiade system had been internalised
by offenders, esepcially the hierarchising tendendadikizela’s point that a person of
authority should address the circle learners onarsabf inclusion and exclusion. Coupled

with this, Qoboza further suggested:

Utat'uNgxishe ngeke abe ngumntu olungiselelarégectngoba, wena mama
awuzazi izinto zalapha ngenye imini kuzakungafukmengamagosa la olawulo
ukuba sikhutshwe eziseleni siyokudibana gemipszethu.
[Mr Ngxishe should rather be a coordinator. You maybe aware, Mrs Twani,
about this environment. Some days we may encopnddfems such as the
officials themselves not letting us out of our se¢th go and meet with even those
circle learners we have chosen.]

Both views pointed to the nature of the prison smwinent and how power relations

impacted on it. Here was another issue to mordg®it,noted in my journal.

With Ngxishe’s approval, we agreed that he shoela@ ocal coordinator, contrary to my
earlier idea of him being a research leader. Anattea was that the choir could become
one of the music circles, a larger one with Mlatahgeting group learning of skills and
other kinds of knowledge for about 48 chorister® &l hailed this as a brilliant
suggestion because it would serve a greater nuaflparticipants in one go. We also saw
it as a way of getting circle learners to commértiselves to the project.

We then took another 30 minutes for me to deal watme of the daily ‘modalities’ or
realities of life in prison, especially those gbsychodynamic nature involving ethics,
values, beliefs, fears, anxieties and so on. Frgnkmowledge of the PAR literature and
my observation in MMCC thus far, tensions in thassas would tend to disrupt
relationships between research actors if they wetelealt with. | therefore talked at
length about the importance of respecting eachr'sthiews, ending”

37| used two languages, so | translate the IsiXlassia appears.
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Ladies and gentlemen we are all counterparts nadubula uthi ufuna
ukufundisa indlam, mna andikwazi ukufundisa indkaiwa ndinezidanga
zomculoandandikwazi kwenza nalondlam kodyizubula wants to teacmdlam, |
do not know how to teach it yet | have several mdggrees and | cannot even
perform it although] it's part of my heritage andtare.Lento yalatha ukuba
umculo ubanzi kwayf¢his indicates that music is a wide field angju can never
know enough and everything.
We took a further 10 minutes settling issues sgctolaboration and finding solutions
together. However, as much as | engineered sorie afiscussion points and emphases,
such as rehabilitation, reintegration and the tioé¢ music can play in it, | was
wonderfully surprised by the participants’ - andtgalarly the offenders’ - awareness
about rehabilitation and reintegration and whatétant for them. | welcomed the strong

sense of buy-in and acceptance of the project.

To try and help level the playing fields of liteyaditeracy and to reinforce the

relationship between research, teaching, and legyhsupplied each of the research
actors with a template for their journal entriestwsuggested subheadings: date of lesson,
topic, what to learn, how to learn (method), leasn&ools, duration of lessons, problems,
challenges (where we need help), solutions, questiaised, successes, failures, and
suggestions to overcome problems. (See Appendigumal Entries Template.) | left

them with the four-cycle flow diagram (see Fig.libae) and an assignment for the next
two weeks: to hold discussions with their circlarteers, decide on venues and what music
topics to experiment with, select working daysftdtaeir lesson plans and strategy for
implementation, and gather learning materials. \@feed that all research leaders would
hold *activating interviews’ with their circle leaers to define the nature of each circle. It
was agreed that research leaders would invite tbahe cycle-end meeting on 27 March
2007 to formally introduce the people involvedthe meantime, the three coordinators
and | agreed to devote the same two weeks to singliour schedule of visits to the music
circles and assisting them in shaping their topius action plans.

It seemed as if all research leaders had a clelerstanding of the four stages of action in
each of the four cycles: developing a plan of caity informed strategies, implementing
the action plans, observing the effects of theoacind reflecting on and evaluating these
effects as a basis for further planning. | felt tvhat | intended was to a large extent
realised in these sessions. Above all, it had beportant for everybody involved to meet
each other to strengthen their relations, and éspeto ensure acceptance of the music
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circle learners as part of the MPAR project. (Htveyt were chosen is explained in the
next section.) Everyone had to feel that they vpare of the whole project and not
alienated in any way. All agreed that the activaivorkshop was a needed and “a highly
successful exercise”, as Mlandu put it (pers. cot®nlanuary 2007). The last hour was
spent serving and eating late lunch, after whictalveaid our goodbyes amidst the hassle

and jingle of prison keys and the rush towards-oegkime for offenders.

The diagram in Figure 3 details the participantagreed in the workshop: one local
coordinator (a DCS official), 11 research leaderduding the two DCS interns, each
with ‘normal’ (six) circle learners, one ‘abnormatusic circle with the whole choir to be
led by Mlandu, three research coordinators andfacibtator, thus a total of 64 research
actors, excluding the evaluators (invited partinijga

As this session came to a close Ngxishe told theareh actors that DCS had adopted a
new policy of granting parole releases where paeton of offenders in such activities as
the NOCC or education programmes is consideredlf leixpected this, and | expected
offenders to be thrilled. However, they were lukeawamore so when he added what were

meant to be encouraging words, which reminded|ubatl we were in a prison:

Uyabona, abantu abafarmeo Mrs Twaniaba, no mam’u Mlandu, niyamazi ke
yena kwakudala, bamana besiza apha ejele, bengabaapga, kwaye
bengageshwanga apha, kuloko bazo kunceda ninaNgEnimbulela ke umama
uTwani lo ngokuba akaceli nesenti apha ejele x&esebenza, into kuyo uThixo
umnike intliziyo ethambileyo apha ngakuni yiyo tbo elapha. Ningakhe nidlale
ngelithuba, kodwa ke ndiyanazi nonke, ndinikethekngazi ukuba
nizakuzimisela. Enkosi.

[You see, people like Mrs Twani and Mrs Mlandu, ymow her from a long time,
they often come to prison even though they argrisbners or employees, but to
help you. You should be grateful to her becauselsies not even ask for financial
assistance to work here, but simply because Godilias her a heart for you that
is why she is here. Do not blow this chance, butdw all of you, | chose you
because | know you are going to do us proud.]

| did not ask him why he said this, in the spifialowing people to express themselves
freely, and no doubt his intention was that theytweto the project with a sense of
responsibility*®

% The way he clarified the voluntary nature of therkvand the belief system that stood behind it hiné of
threat at the end, and the way God and prison atittase conflated, may strike someone outside ISout
Africa as ominous. Please bear in mind the lackdofcational background of the offenders, the patne
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2.4 During Cycle 1

Between the ‘point of no return’, as Ngxishe ddsedithe activating workshop afterwards
(pers. comm. 16 January 2007), and the cycle-eredingeat the end of March, came the
recruitment of circle learners and then their ca@€music topics. The circle learners
were chosen through what Babbie and Mouton havedcgburposeful sampling” (2006:
32) of participants: those who already knew eabtleroin the cells or from the NOCC,
those who had never participated in any music éietsy those who had just been
incarcerated, and volunteers. Each research |Igateered biographical data and
information about educational and musical backgdoduring activating interviews, after
which they chose their circle learners. Below are typical transcripts from such
interviews:

No. 1

His name is Thembisile Msawu but in prison, otimenates called him ‘PAPA’. He is
from Queenstown, Lingelihle Township in the East€ape. His highest standard
qualification is Grade 10; he is 39 years of his.ag

2. Cause of being in prison or cause of imprisortfiien

3. Now that you are here, what is your involvenmiarthe prison or activities you are
involved in?

| am involved in the musical groups.

4. What type of music group are you involved in?
Choral music and Gospel group.

5. Why specifically these genres?

because | found myself in this situation of impniseent, | prefer to be associated
with positive and well behaviour.

6. What is this music doing in your life span imspn?

Changing my mind set and promoting human-kindnglss.type of songs sung in

way that people often relate in South African sgc{@ever mind behind bars) and also the way the
offenders themselves earlier chose Ngxishe asititeimediary.

% The answer is not shown because DCS gave permifsithe questions to be asked provided indivislual
were protected from having their offences madeiplybknown. This question was not prevalent anchbw
grateful for that since the nature of the crime watsa qualifying criterion for participating.

59



our choir is songs that contribute to the creatind maintenance of proper social
relations for instance, behavioural standards aabépto society. Further, these
songs we now them, constitute what can be ternfdfdcan classical literature”
and | believe that they work mental, social, emmiaand physical development.
When we practice Gospel songs and choral songaithesphere of respect and
unity is created and order is established and esipdd These songs change the
lives of the people, pointing to unacceptable Isahitd indecent behaviour and
consequent need for change.

7. After serving years in prison what can you doyfour people?

organise musical project and groups for youth dgwalent in my place [i.e.
where | live].

No. 2

Vuyo Mduduma: | grew up singing in church. | alsotipated in a primary school cho
In high school | was singing as a soloist .at U.Rg&ined a lot of information about
western and S.A music history Hugh masekela, jaBlegg, Miriam makeba etc also
western classical music.

Groups Involved in and out of Prison

Before working for the department of correctiosatvices | was helping a gospel grouj
in my location that win lots of competition, theid @ recordings and | also organize a
concert in 2005 with veliswa skeyi in k.k. hoek gkkamahoek] which was very
successful.

The following extract is by one of the music cirtdarners in théndlamemusic circle

who had no previous musical experience.

Ngexesha ebendingaphandle umxhentso ofana nalgeypomto ebendiyenza koko nje
bendinawo umngweno wawo, koko ndingenalo ixeshavokinda kuba ndiloko nthiusy
sisikolo, kuthe ngelishwa ndakhathazwa yimpilo mdadbayeka esikolweni yaye ukhonag
wona umxhentso onje ekuhlaleni ndiloko ndiwubukgEmaxesha onke xa ndinethuba
Kuthe xandigala ukubangcono empilweni ndabanjwaftikédapha zininzi iintlobo
zemiculo nemixhentso kodwa kwathi kuba noko lo antgb ndingagali ukuwubona
nokuwubukela ndagonda ukuba mandible ngumceli mhkgesii igela kulapho ndithe
ndabe ndiyajoyina njengelungu. Ndafunda lukhululoghentso ,kuloko ingase ndithi
xandiphuma ibe iskhona leya ndandimke ikhona ekerila

[At the time | was outside prison, | was not pemiarg or even involved in dance groups

of this nature although | had an interest, butlmidt have time for it as | was busy with
schooling. Unfortunately | took ill and became $yalntil | had to leave school. In the
community there were groups performing the dancel avould go and watch whenever

had the opportunity. As | was recovering from tlheess, | got arrested. When | arrived in

prison there were a variety of traditional dance arusic groups but then, because | wa

familiar with this dance and | have also watcheal mumber of times, | took the challenge
from the group and joined. | learnt a lot abous tik&nce, that is why | wish that when I am

released after my term | would find the traditiogedups in my community still existing
for me to be part of.]
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Three snippets follow, illustrating how people iofited educational and musical
experience initially expressed themselves. All¢ghreere members of thsicathamiya
music circle (they called themselves The PeacersakBEne research leader is ‘A’ and
two circle members, are ‘B’ and ‘C’:

A.

| can sew using needles; my school is situatedum&ha location. | was failed when |
was about to start STD 6. | was in a school ofllebair but | never study choral music.
(Siphathiso Mabho)

B.

Studied at Mphangane, pass STD 3, | can play unmdnuistrument. | can also sing. | did
study music but | did not pass. | study music tigdoom STD 2. (Lindikhaya Higa)
C.

| was arrested when | was doing STD 7. | have aothbr, 1 sister, | am a last-born. Both
my parents passed away, first born works in CapenTd975), 2* works in Hospital. |
never study formal music but | was involved in e choir. | was a gospel singer in my
community. (Nkuthalo Nomesi)

Responses that qualified participants largely eeldd an understanding of rehabilitation
and the role of music as well as to goal-orientedrabout their involvement. All the
comments revealed typical difficulties in offendexdempts in pursuing formal education,
and how music experience came mostly from inforgnalips in the community, with
people learning skills including the traditionamhrhubhe and music theory where they
could get involved in school choirs. It also shomdirectly some of the difficulties of
growing up in child-headed homes with deceasednpare

There was a strong emphasis on hopes and plamsrafieceration. Below is an example
from the Theory of Music group leader, Andries Md#h

FUTURE PLANS.

When | come to maximum prison there were varioosigs €.g. juvenile section, they
were practicing without an instrument and | orgarone of them. There is also a group|of
5 guys who sing kwaito. My future plans; if theynaaake a recording | will be very

happy.

Some circles went further and generated constitatiguidelines and codes of conduct:

| Imithetho yeChoir (Peacemaker Constitution) \
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1. Siya practiza ukusuka ngo twelve ukuya nd@rhactices are scheduled from twelve t
one o’clock.]

2. llungu xa lifike emva kwexesha liyagwetyjlatecomers will be punishgd

3. llulungu xa ligula liyacela lihlale phantsi, alali endlini liyaya kwi practise,Those

who are not feeling well are expected to come ¢opitactices but will be allowed to take a

break from participation and just watch.]

4. lize libonelelwe yi choifThe choir will decide on these issues

5. Uma imember inenkinge ayihlali nje naleyonkiigele ibike kwenye imembéif.a
member has a problem, they are advised to talkéooo more members for support and
are discouraged from keeping the problems to theesé

6. Xa sihambile sikwenye indawo asiloko sicelaaz@bantwini [If we are performing
outside prison, we are not allowed to ask favotosfother people, we must be self-
sufficient.]

7. Xa besiyocula kwenye indawo, asiculi ngakusasixa pefomer) kodwa uma kukho
apho sileqga khona siyaculfif we are performing outside we are dsciplinedereyf we
have to rush, we will sing.]

8. Xa sicula asisoloko sizula-zu[&@/hen we sing we should ot move about, we should
orderly.]

9. Imember nganye inalo ilungelo kodwa kuyenzeggakwazi ukuba ilifezekise ngeeme
ezithile.[Every member has a right but individual rights aaalways be entertained.]
10. Xa ngaba imember ifuna ukuyeka emculweni kuilbeke isizathu esivakalaypf a
member wants to terminate his membership from tagiergroup, they have to give
satisfactory reasons..]

11. Imember xa ifuna ukuba izocula kwipeace makersgumntu owenza into esukela
eminyakeni nangaphezulu kungabikho ngaphajits.person wants to join the
Peacemakers, they must be eighteen years and abdvet below.]

12. Kwakhona xa imemmber ifika apha echoireni laathuba elingange 3 months
kuphela kujongwe ukuba izimisele na okanye lAgain, a new member will not fully
participate but will be under observation for thmeenths to check their behaviour.]

13. Apha sinentsuku zoku jima ezizezi Lwesithatasine, LwesihlanjHere, we use
three days, namely Wednesday, Thursday and Fridakeeping fit.]

14. Inombolo asiyisebenzisi total[yVe totally do not accept nor do we encouragerinai
criminal behaviourlike gangsterism (those involvatk levels of gangsterism according
numbers: the 26s, 27s and 28s (Steinberg 2004.] xi))

15. lidrugs asiziphathi aph&Ve do not touch drugs at any point.]

16. Xa siyocula sinxiba into efanayo sork®e all dress the same for performances.]
17. Asitshayi xa sinxib’iunirfornfjWWe do not smoke when we are in uniform.]

18. AsifakiiWe do not wearfings or bangles and watches in the choir. 19. Iflnem
ayiwatyi amawele ukutsho ukuthi sum more ekutyAnnember does not go for a secor
helping during mealtimes.]

20. Imember kufuneka isoloko icleff.member must always be neat and tidy.]

21. Umngwazi awuthwalwa sesinxibe iunirfofiviou cannot wear a hat when in
uniform.]

be

ko

nd

The clear message coming through this mixtureighissa, IsiZulu and English is that
offenders were extremely committed and were detezthto make a success of it,
ensuring discipline among participants. lll-disoigl was perceived as an obstacle as a
number of music circles factored disciplinary coatetheir Cycle 1 plans. This could als
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be a reflection of the regimented way prison fumtdi ‘panopticising’ the offenders.
Whatever image was being portrayed, participante wetermined to protect the dignity
of the research groups and the work they were ugbin. These disciplinary codes boded
well for the future. They spoke to a sense of ggtteady to be more disciplined when

they left prison, which perhaps might not have egadmwithout the music circles.

The action plans were often detailed, with timepraictice, times for free deliberation,
how members could participate, and matters of dentiality, all of which spoke to an
immanent sense of professionalism. Below is an @kainom the Theory of Music

group:

Expectations to the members

- attend the meeting and practice session.

- Discipline to all members.

- Early attendance to every one

- Report any absence during session

- Commitment and interest

- Debate patrticipation is compulsory

- Freedom of expression

- Free complaints and request

- Confidentially, privacy and secrecy

- Rhearsal are compulsory to every one

- Absent without any reason is a serious offence.
- 5 absence disqualified without reason

- neatness to every member

- Free to learn any music tacttes(tactics)

- Music exercise is compulsory to all

- Choral music is the main music to this project

- From 9h00 to 12h00 is the time for practice.

- This code of conduct apply to every and is appdoly all the participants of this group
on the 24 of March 2007

Some of the things | think about when | am alone.

Constructive -positive mind

Constructive -positive thinking

Constructive -positive timing

Double mind =is the person who have another altenna.g. God, doctor and
traditional healer. single mind is the person winsttone thing no matter what or god
only.

Plan- develop strategies action to improve whatrisady happening.
commitment meeting for all of us

drafting of time table for rehersals\practise

Informed Mr. ngxishe
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base read of music notes

vocalize tenderly voices thrice or tempo during pih&ctice

piano students to learn completely about piano

time management since Monday to Saturday (dailgrsatls ) in UNSTor juvenile for
vacant space\room (enquiries by mr ngxishe)

study kit (materiel)

who is going to monitor us during the sessionsf@mple musician, tutor, master .co-
ordinater in charge for the whole species

music procedure and agreement basically to theishhls in a group

attendance register and the agreement from theidudil because we are doing it
voluntarily

what we will benefit after all (is a course or amal studies just to have a clue or
guidance in music

| would like to point out emphatically thast (th#te agreement expiry and conditions are
held by this course are fundamentally and makedwadde available) of sure information
(what will happen here after there on)

My strategy is be quiet and observe and let mypadpeak

MUSIC LITERACY
How to read and write time signature and staff ataidentify two notation, explain th¢
difference between the two .how do we know it, idfgrthose gaps

117

MUSIC SCALE

Staff notation, music alphaberts -tonic solfa cenef alphaberts, staff notation.
Notes names

Cords notes which sung more than once. How do yaihhat u press 135 cords ACE
intervals is the distance between two notes.

The action plan above was quite specific about igiogumusic literacy skills and piano
playing skills. Some comments intimated the netgsdivalidation of the efforts of
offenders, as they speak to monitoring, tutorind aeed for knowledgeable musicians to
assist and assess their efforts. Such commenestedl the seriousness and perceptions of
the offenders about the nature of teaching andilegrand the importance of validation as
a measurement of success. Also it spoke to thest & reflexivity and understanding of
the nature of the research process where validigwaluation was an important part of

this construct

In selecting the transcripts from the journalstfa thesis, | ensured that at least | had
chosen something from each music circle that ppétied. | could not get anything from
the larger music circle with the whole choir. Apgrity some choristers did not
understand that even the choir had to meet and opmeéth action plans and instead they
just relied on those from the other music circlesytare part of. This was exacerbated by
the Centre’s heavy schedule for choral activities/imcially and nationally. At this stage |
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was not expecting any submissions from the threeareh coordinators since from the
organisational point of view we still had to firedi plans and visits to all music circles
within the next two weeks prior to the cycle-endetingy.

| was amazed by the amount of detail that the varmrcles included in their transcripts.
Another surprise for me was that all circles hadtem their reports and action plans often
in English regardless of the level of expressicsdociated this with the earlier
observation of the tension between teaching arehrek. Here, English as a medium of
instruction within formal education was being giyarority and an important place in
their plans as an indicator of their perceptionthefproject as a schooling experience
rather than as a research experience. Furtheg trasscripts demonstrate a tendency
towards regulation of behaviour as suggested imules for participation, constitutions,
agendas and code of conduct. | could already saiecahd attribute this (as | recorded in
my journal) to the regulatory nature of the prigmvironment. Masibuyekeze for
example, added an agenda that included minuteslibledations and decisions within it
about the agenda and their meetings. Here is ar@xc

19 March 2007: AGENDA.

Umluleki Gogobala uye wavela ebonisa idisciplinggg@up xa imile kistage, asigungqi.
Simenyule uNobhala ngokusesikweni uMr. S. Som&akaenyula uOrganiser uMfundo,
Magegu. Kwisigaba sesibini siyaphathisana, xa uhgapisani nathi siyaku suspend(a)
Xa ungezanga epractice(ini) sikugweba i20c. Kwis&yaesithathu; simfumene
uNongxowa wethu uSimnikiwe Zibaya. Xa ukwiMasitegeksroup silandela igama
lethu; sibuyekezana izimilo zethu noxa kukho abahbasidobelelayo. Ithi ikukulungele
ukuperfom (a) ngaphandle.

[Mluleki Gogobala stood to demonstrate the formaaod positions of group members
when on stage. We elected a secretary, Mr S. Scemdaki an organiser, Mfundo
Magegu. Secondly, we work together, if you do notkwvell with everybody, you will
be suspended. If you miss meetings and practiceosess you will be charged 20c.
Thirdly, we have a treasurer, Simnikiwe Zibaya. Tiaene of the group (Masibuyekeze
Restoration) should be upheld at all times by gnm@mbers, we are restoring our conduct
and behaviour even though there are people whdisceuraging us. We believe we are
ready to perform outside prison.

This was a demonstration of determination and mgliess to do the research and to
perform and achieve goals against all odds evethérs tried to discourage the group.

Detailed learning programmes including what toesnd a strategy for learning, along
with a time plan for venues and schedule of mestingthe 11 music circles, emerged
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once the circles were established. Participantsrteg (in their journals) on what learning
resources would be needed. For example, the Masleay group had established the
following needs by the end of the cycle:

Imasibuyekeze icela uku practice (a) nge HI-FlIsgettes ; inkunzi emdaka, ndizanomlilo,
Shushu baby, uMkhonto kababa. Imeeting besiyinggad 2h30 sivale ngo 14h30,
igroup ikhala nge uniform. Imasibuyekeze ithi ipest for ukuya naphina ngendlela
ezimisele ngayo.

[The Masibuyekeze group requests a HI-FI set wagsettes of the following artists:
Inkunzi emdaka, Shushu baby, uMkhonto kab&ha meetings would start at 12h30 and
finish at 14h30. Group members express their désireniform. Masibuyekezemembers
maintain that they are so determined and ‘pertectjo beyond the limits.]

2.5 Cycle-end meeting of Cycle 1

The kind of extracts shown above formed the basi€fcle 1 reports from the research
leaders. There were no special guests inviteddtuate these; | was the sole evaluator as
this was all preparatory work to get the projeattsd and to ensure that we were all on an
equal footing.

We met at the HatumMusic Room at Mthatha Medium Correctional Cenine2@

March 2007. The event was three hours long, fron0@%to 14h00, ending as usual with a
light lunch and then bidding each other farewedivéys quite a lengthy process). First on
the agenda were oral presentations from the 1@&r@seactors, derived from profiles they
had written about themselves and their circle leexnThese profiles, which took less than
an hour, gave brief biographical information angenence inside and outside prison (as
detailed above). The local coordinator, Mr Ngxighesented himself thus:

As a person who like art and culture, | learn défe kinds of music, traditional music
when | was a young boy in the location. | am a égad boys in traditional music, is
where | am deeply involved in the occations.i gtso the church where | join amadodana
asewesile in my circuit at xhora.in the prison | dém@ person who started the office of
sports recreation, arts and culture and | headffiee there from 1994 up to 2007, |
started many groups in the prison where mthathaumedon many competitions
regional and national. it is that where | met mvarii helping us in our choirs by the effart
of mrs kolisa mlandu our conducter organising séemestudents at w.s.u. our centre that
is mthatha medium which is on the top in developnpeogramme in correctional services
in s.a.
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The following comes from the leader of tihfenemusic circle, someone with very
limited formal schooling but interesting musicapexience from an early age:

Education
My first school was Luthulini J.S.S from STD or SAbANd it also my last school where
| ended at STD___ | was starting my music carridBiaina traditional group of 15
members | really like music and | want to learn enabout music more especially
traditional dance (IMfene) my self music mfene itiadal

Artistic Experience

I’'m only doing the Imfene traditional dance sinagds young up to now, my group
outside prison was thuthukani Mampondo traditiatealce group inside prison is also
thuthukani Mampondo traditional group.

From the cycle-end reports (and the journals) lthetimpression that the research leaders
were at high peak in terms of participation andduatnation. The use of the English
language was impressive: although there were stmnetwral problems with language
everything made sense and their aspirations weeglglarticulated. We then turned to the
second main point on the agenda: research topecghamaction plans for implementation

in Cycle 2. Here is the report from the recordesimaircle group led by Ms Musa

Mpopo, the only female DCS intern in the MPAR pobjdt gives not only an action plan
but achievements, failures, successes, and masealtbgether very revealing about some
of the processes and discussions that must hage tdé&ce during the circle meetings. It

is presented here verbatim.

Cycle-end Report: the Recorder Group by M. Mpopo M20ch 2007

Research Actors - My Team:
Papa Msawu

Cingile Qoboza

Andries

Mluleki

Sphathiso

Vusumzi

Topic: How to Play the Recorder?
Types of recorder

How to use

Info about types of recorders

Figuring and Tonguing

Recorders Differs in size

They are made by woodwind family
-Decant_ Sopranos Notes
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-Treble _ Alto

- Turner recorder

-Bass

Got 8 hole

Pentatunic scale 5 notes
All3&8

11&8

Mazozo wont be available fron{'@o 14" April.

We are struggling to meet as a group so we sugsae we going to join them (Mosa
was suggesting that they were going to plan theies to coincide with those of the
Theory of Music circle led by Vuyo Mduduma to adhés prison regulations).

It is based on work done cycle 1

Group rules

Primary & Secondary activity

Progress

Failure as a leader

Recommendations

Achievements

Compile report
Present the report with headings:

Introduction
Action Plan
Time
Problems
Achievements
Challenges
Conclusion

Team leader: Mosasa

My team has the ff. members
Papa

Cingile

Andries

Mluleki

Sphatiso

Vusumzi

Topic: It's about recorders

Introduction

We would like to be introducing to the recordemwtto use it and the different types o
recorders, fingering and tonguing. These are timgghwe would like to cover in the first
cycle.

Action Plan
-Firstly we wanted to see, touch before we coukehdearn more about it and how does

5 it

differ. How is it going to be blown, the fingeriand tonguing and also how to blow a
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recorder. Lastly / the main goal was to learn ow kmapply songs on/in it (singing son
through it)

Time
The prege / to meet
We schedule it for every Wednesday at the admatistr hall at 11h00 to 12h00. We a

agreed on respect for each other despite gendeththéeader is a lady.

Problems

We failed to meet at our first meeting becausdefiéader. The leader failed to initiate
the meeting, was supposed to collecting other mesrfb@m the cells.

The main problem was with the leader | am a lady\aarking, as an intern is not entitl¢
so | couldn’t fetch the members from the cells lnseaof the rules and regulations of th
department and also for security reasons [Accorthngison regulations she was not
supposed, as an intern, to be found alone in theepce of offenders.]

ARCHIVEMENTS

Through it all we managed to learn the followingyges of recoders alto, soprano, ten
and bass and how they differ. They differ in cojaome are made of woodwind family
and some in plastic. the recorder has 8 holes we learned the fingering and how to
play some songs like the national anthem.

RECOMMENDATIONS
| for one would like to work with my team in mamanis presence because of
confidential reasons

PROGRESS

Because we could not meet withou

t the moniter we decided to join vuyo’s group whieely meet we will also meet at the
venue some time

CONLUSION
We have worked very well we hope to excel in thet ogcle. Greatly | thank mam twan
for being patient with us even if things were nobd but she pressed on until we actus

JS

SO

ad
is

or,

[
iy

rapped up the first cycle | also thank my teammates

The idea of journaling was clearly grasped, angpreciated their skill in using the report

format. It was remarkable that the group pusheadaiethe way they did, despite being

demoralised for lack of a monitor, their decisiondin with another group being an

example of resourcefulness. There are numerous exiaeples of ways in which music

circles struggled but kept going. (Madikizela laaffered personal insults from the adult

imfenemusic circle, for example, and despite being sabimeofficers themfenefor
Juveniles continued and ultimately joined hand& wie adulimfenecircle.) The quality
and content of the reports indicated the offendensferstanding of the process of
planning, acting, observing and reflecting, andgbeential the project held for their
rehabilitation endeavours. Also, the range of capad the groups to work on their own
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circles, evaluate their progress, make alternaggestions, constructive actions and
decisions towards achievement of goals were inglisaif their ability to transform their

lives through self-initiated ideas.

Mlandu, one research coordinator (a postgraduatkest) and | then spent 20 minutes
examining the journals. Everybody had brought thesmequested. Some had entries in
IsiXhosa, English, and a mixture of both, pluswa fsiZulu words. All had indicated the
dates on which they held meetings. Very few, thoigidl made comments on their
feelings or given opinions. Dubula of course hadetg on the writing skills of one of the
circle learners because he was illiterate.

| asked Mr Ngxishe to explain briefly what the @rend meeting was about, and report
on the meeting he had held with all research lesaded circle learners as requested at the
activating workshop. He then read a list of all theristers and the music circles they
belong to. In the meantime, two research assistagenised a venue to accommodate the
choristers. The next item on the agenda was todntre the circle learners and after the
presentation of the list of circle learners, | akk®e local coordinator, Ngxishe to help
arrange the release of the choristers from thdls ta their formal introduction into the
MPAR project. As they are usually released for chehearsals that start at 12h00, this
was a perfect time to have them join the reseaatidrs and coordinators. We also used
this time as a comfort break and for the researatidrs to tie up some loose ends, if there

were any, with their circle learners.

| discussed briefly with the local coordinator ahd community music expert on how best
to introduce the choristers. We agreed that it @dnd befitting for each research leader to
introduce the choristers who were their circleheas and extract just two points from
their profiles about their music experiences, nathan reading the whole profile for each
individual member. There were a variety of non-roakexperiences before
imprisonment, as we heard, and a lot of musicaéegpces before and during
incarceration. There were also a couple of those widre getting involved in music
activities for the very first time in their live$his took about 30 minutes, because there
were at least 46 choristers at this stage. Accgrtirthe profiles and journal entries,
almost all music circle leaners were already ingdlin music groups in prison, except for
some learners in two traditional music circliesllameandimfene they had a mixture of
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those already involved in music and first-time jggoants in any music activity in prison
or outside.

At this juncture Mlandu took over and announcede"@annot have a music cycle-end
meeting without music. Seeing that the whole clslrere as part of the project and also
to rehearse, | suggest they give us two or momesit® round up the session”. (See Fig.
5)

Fig. 5 Mthatha Medium Correctional Centre Choir under the baton of Cingile
Qoboza, the assistant conductor, giving an impromptperformance at the cycle-end
meeting of Cycle 1 with Mrs Mlandu in the centre.
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Some of the choristers who had been in the choisdme time and knew the songs took

the stage conducted by the assistant conductogjl€iQoboza, and later on by Mlandu,
who conducted the last two songs. Lunch was seat/&dh30 with the choir providing
entertainment. This performance was very impronapidl informal but provided the
atmosphere we wanted and brought a definite sdrdesure to Cycle 1.
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In a final announcement | reminded actors that theion plans would be implemented at
the beginning of Cycle 2, which effectively started samae day as Cycle 1 ended, but
formally on 01 April. The music circles they dedid® form are summarised in the table
below. | was impressed with how varied the topieseyalthough music reading comes up
in various forms. It was also clear that the csdiad grasped the preliminary, exploratory

nature of what they were engaged in, for none etdipics is over-ambitious. The

emphasis was on ‘siyafunda’ - we are learning.

Fig. 6 Research topics prepared by the end of Cycle for Cycle 2

Notation

Topics Name of Music Circle Leader
1. Learning Basic Music Thec Theory Grou Vuyo Mdudumi
2. Learning to Read Tonic -fa | Double Quarte Cingile Qoboz

3. Sifunda Ukusina UHubl

Thuthukani Mamponc

Mchayiswa Madikizel

4. Imfene Isinwa Njani

Masibuyeke:

Mluleki Gogobale

5. Sifundisana Ukusir

Nyander Cultural Grouj

Ndoyisile Dubuli

6. Learning Two New Son

The Peacemake

Siphathiso Mabr

7. First Lesson in Theory of Mu:

The Gospel Grot

Vusumzi Majant

Skills

8. We Are Learning to Play tt The Recorder roug Musa Mpopt
Recorder
9. Basic Conducting and Singii | Mthatha Choi Kholisa Mlandt

10. Learning to Read and Wr
Staff Notation

Music Literacy Grou

Andries Mathid.

11. We Are Learning Keyboal
Skills

Adult Male Grouj

Thembisile Msaw

2.6 Concluding thoughts

After the cycle-end meeting, | left MMCC feelingatithe “experimental try-outs”

(Lammerts 1988: 88) of the research and the imiehs that were laid down with such
care and effort in Cycle 1 had probably alreadypéélreduce a few specific social
problems, and some of the bad psycho-dynamics#mé with feeling disenfranchised
by incarceration. | was convinced of the capabsitof the participants to carry through
the research process and their resourcefulnesakimmalternative plans and decisions
when neccessary. Everybody had played their getptofiles of participants and action
plans had been produced, and enthusiasm had cedtiawgrow. The groups had shown
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their commitment in the face of problems, notablky tecorder group who decided to join
with another group for temporary support. Some tiegyafrom officers and frustrations
about the prison conditions and environment wese bBeginning to emerge. However,
with the identification of circle learners and raszh topics the MPAR was well under
way. It would be up to the research leaders and tirele learners to work through the
success and achievement of their action plansiméixt cycle, and see how to enrich their
chances of rehabilitation.
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CHAPTER 3: SECOND CYCLE: RESEARCH INTO TOPICS AND
EVALUATION OF ORAL AND PRACTICAL PRESENTATIONS BY
OFFENDERS

3. 1 Introduction

This chapter deals with Cycle 2, starting with the-up to it after the cycle-end meeting

in Cycle 1 and covering the period of Cycle 2 ftsiebm 01 April to 30 June 200%.1

first discuss the activities of the 11 music cisgland then the cycle-end meeting that took
place over two days on 29 June and 03 July at Mé#istedium Correctional Centre and
Walter Sisulu University Auditorium.

In Cycle 2 the ‘action’ and ‘research’ of the 11smucircles in Fig. 6 above (Chapter 2),
got under way, with the various music circles tgkaction, implementing their plans on
the chosen music topics, replanning and makingreasens in weekly and fortnightly
meetings. The research coordinators and | decltsdeach coordinator should evaluate at
least three music circles during this cycle, appya five-point evaluation plan, and that |
would oversee all circles. In the first two levefghe five-point evaluation plan, research
leaders would evaluate their own efforts, actiod progress (self-evaluation), and their
circle learners would evaluate them (peer evalaatidhe third and fourth levels involved
the evaluation, guidance and support provided bgarch coordinators and myself as
facilitator. 1, together with the invited participis (evaluators) would then make a final
evaluation report at the cycle-end meeting.

The music circles implemented their action plangkgeriment - trial and error. As
happens in other PAR projects, observation anénejrhg occurred alongside the action
agenda, the cycle-end meetings being the maircteftestage. Of course the process of
reflection was there all along, but the cycle-erekting is where groups had to present the
reports they had compiled, and so this was the paiimt of delivery for their
contemplation. The cyclic nature of PAR also featliduring the circle visits, when we

40 Unless otherwise indicated, all dates are in 2007.
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monitored, supported and provided guidance and sotertions (to at least six groups).
Within a month, we made sure that each group wbaldeen twice a month. | visited the
music circles weekly except when | was out of toWne research coordinators religiously
conducted weekly visits of all groups for five i® bours each; and there were at least
three groups who met over weekends. In the findhight before each cycle-end meeting
we increased the number of visiting days to s@tgroups’ needs.

We relied heavily on Makroza Ngxishe throughout Iy He ensured that groups were
released from their cells, served as a link betweeand the prison officers, and arranged
transport for prison staff to attend the cycle-emekting. Later, during Cycles 3 and 4 he
was not available because of his fulltime employhoemmitments; yet some good came
of this too, because it created an opportunityMosa Mpopo’s development from
research leader into a local coordinator from Cgctenwards.

3.2 Cycle 2: Part 1: Activities of the 11 music cales

In this part of the chapter | present the work don€ycle 2 and stories told by the
research leaders in each music circle. | includerments and issues raised through
meetings between the coordinators and learnerelhssvthose between myself and the
coordinators. In order for the data to make acadeemnse here, and given the setting for
my research, | have been selective . Data preséetedcomes verbatim from journal
entries, my own journal notes, DVD footage, phoapips, and evaluation reports.

3.2.1Learning Basic Music Theory: Masifunde Sonke (Let Us Learn Together)

This circle was led by a male intern, Vuyolwethduyo’) Mduduma,and comprised five
learners: Nkuthalo Nomesi, Lindikhaya Higa, Siveettp, Mbongeni Mzomba and Sipho
Molo. The naméviasifunde Sonke&/uyo explained when | visited the circle on 8 Apr
“comes from our way of researching and learningt tie are all going to do something. If
one knows something he is going to show otherd anlll give guidance [because] | have
a degree in music” (pers. comm.). Vuyo drew upaa phrough ‘guiding others’, which he
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recorded in his journal on 3 April. It shows whiag¢y collectively knew already and what

they were aspiring to, and how they understoodkh@svledge:

CIRCLE LESSON PLANS REPORT 03 April

1. WHICH CYCLE DID YOU START LEARNING

Lines and spaces

We write notes of music in lines and spaces eath mas its place in a space or on the
line .We have 5 lines and 4 spaces. lines areccatheve like a ladder notes go down an

up.

|®X

2. TREBLE AND BASS CLEF
We use letters of alphabets from bottom and gdNguse the first 7 letters of alphabet

)

3. ACCIDENTALS
There are two types of accidentals flats and shaig# sharp raise up by a semitone and
flat decrease by a semitone.

4. TINIC SOLFA
Major and minor
Major scale-DRMFSLTD
Minor scale-LTDRMFSL

5. CHALLENGES AND ARCHIVEMENTS

Although they are still young their behavior is dagxcept some other eggender also
involve in other activities so we have to find @&alle time.

If someone has a problem we clarify everythingrie who has a problem make sure he is
clear and | have to give him exercise to make karanderstands.

6. FUTURE HOPES AND PLANS
| hope when they left the centre they will be ablenake difference out there and educate
those who are doing wrong things to our community.

Points 1 to 4 are musical and sometimes very dpdes in the sharp sign #), while the
future hopes and plans are extremely broad: soatiaér than musical. Point 5 is pivotal,
showing the group thinking ahead and anticipatirgplems. Mduduma made no further
journal entries until the end of April, which unged me somewhat, but as Gobs explained
at our research coordinators’ meeting on 28 Apelen though they are not recording
things down, their music manuscripts speak mudh@progress of this group.
Ndizibonile iimanuscripts zab@l have seen their music manuscript books], tueyreally
on the right track”. At the meeting | reiterate@ importance of the journals, which
should include feelings, thoughts and attitudewelsas activities, and made a note to
address this matter in a bigger meeting and withother music circles when | visited
them later. Journals were crucial sites for devielppowers of observation and reflection,
which | did not want neglected.
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| observed on a visit on 1 May that there was skime of anxiety around the journals,
understandable because we were dealing with p@dmlemight never have had to be self-
reflexive or self-critical. | addressed the probleynproviding the template (Appendix 4),
suggesting subheadings as follows: ‘research aptam, ‘goals’, ‘method of teaching

and learning’, ‘challenges’, ‘problems and solusiprsuggestions from members’,
‘achievements’ and ‘conclusion’. Everybody waseaedid to have the template, excited
even, and | found that people did use it, so tleblpm of getting going with the journals
was clearly not related to literacy but to a newdmof self-recording.

Mduduma'’s journal for 1 May notes a fascinating ngsue of leadership : “After today’s
lessons we set down as a group to appoint a ledu@kvas going to be my assistant, and
we decided to look at a fast learner and someorecah help the others to solve their
problems in the cells. Since Ngetho have thosetpsive chose him”. At a subsequent
meeting a question arose from Mafunda (pers. coddnMay): “Is it correct that there
should be assistant leaders?” to which | replied #s long as it worked for that music
circle we should not be too prescriptive. By 15 Magsifunde Sonke had gone through
about 70% of their action plan. They were left wigsearching how to learn the major and
minor scale in tonic sol-fa and staff notation, théen gradually entangled themselves too
early in the practice of transcribing tonic solfatation into staff notation. Mduduma
requested the use of the music series that he QwabkedA Fun Way to Learn Theory of
Music: Grade Ongwhich was then reproduced for the learners. fidsslted in the
revision of their action plan to include transanigpimajor and minor scales from tonic sol-
fa to staff notation, and “TRANSCRIPTION from Toria Staff. | am excited they are
fast learners and the assistant is working harsit tteng to do - Transcription: Tonic 2
Staff. To use Choir music” (Vuyo’s journal 27 May).

| liked Mduduma'’s idea of using the choral repeddo learn transcription, because
familiar tunes and phrases might help their pragessl show that their research could be
related to the NOCC framework. The book added vedgarding content, increased the
pace of learning, and provided the basis for ridiand constructive assessment of their
learning, allowing Mduduma to claim, “I can safelyy they know theory and will be able
to read music” (Ibid). Perhaps he was over-confideecause they spent more time than
anticipted, on the scales. As Gobingca reportets(pemm.16 June):
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Hayi umhlaba uyenyuka kooVuyo abafundi bathi inzitmeory, kodw&[The
going is tough for Mduduma’s group now, the leasragtested to their
difficulties, but!] they are continuing. | suggest® Vuyo that we take one of their
gospel songs and write it in tonic solfa just twogses,and then write it in staff.
Yho!Ma’am, you should have seen them, they were sibeek’iyo ke lento
uVuyo athe naxa esenzfithat is why Vuyo decided that when they are reaii
tackling] transcription, he will use the songsytik@ow, he will move from what
they know to what they do not know].
After this intervention things seemed to be fingt, there were no more entries from
Mduduma'’s journal for Cycle 2, nor from the resdacoordinators. Mduduma’s

presentation at the cycle-end meeting (below) lewehat subsequently happened.

3.2.2Sifunda Ukusina UHubhe [We are learning to perform UHubhe Dance]:
Thuthukani Mampondo

The phrasd huthukani Mamponddhe circle led by Mchayiswa ‘Mirror’ Madikizela,
deserves special attention. There are a lot obreafr a more bulky report on this music
circle, all of which impacted on my research. Fitisé wordThuthukanis a Zulu one
which has a variety of meanings such as develagrpss, grow, all of which relate to
PAR. As used by this music circle, the word isrstructional verb of encouragement
urging participants to go forward and develop. ®e¢Mampondds plural for the clan
name Mpondo. Third, as | discovered with MasifuSdeke, there were modifications
within the membership of the music circle and &g, as they went along. Fourth, the
leader, Madikizela, was passionate about promakiagraditional music and dance genre
uhubhe a genre whose name and meaning had historigafisance for him. As he
explained in a mixture of IsiZulu and IsiXhosa dhgyia circle visit of 05 April:

Kaloku kuleligembu ma kusina abantu abayi six asiyene leyo. Futhi uma
kusithiwa yimfene lomsino oko akutsho ukuthi ab&bai-mfene, yilento
ndithanda ukuthi umasisina lo msino siwubize ngeliana lithi uhubhe

[The other issue is that the nam#dene,an ape, does not mean these dancers are
apes, that is why | like to use the waradubhefor this dance (i.e. indicating his
reasons for avoidance of the derogatory nammfanewhere the dances could be
dubbed as such).]

In view of this | enquired further as to the origihthe namemfene An elderly man in
this circle gave the explanation that it came fitbwrmovements that dancers make from

78



the waist down, especially the backside as it mtwaekwards and forwards to the rhythm
of the music. Previously | had used the two teinmfeneanduhubheinterchangeably.

Fifth, Madikizela’s journal shows that he had nalgus about his musical intentions and
his vision for accepting the role of leadership:

Nangoku andikayincami into endifuna ukuba yiyosadimisele ukuba ndizoba

ngumaskhandi wase Mzantsi noba kunini uThixo ethalpthupho lam kukufunda

isiginkci, mna negembu lam sizakuhlanganisa ingesiathandayo.

[l have not given up on my dream, to be the gréateskhandmusician in South

Africa, God willing. My vision is to learn to playe guitar, my group and | are

going to compile songs that we like and dance ¢sel]
The group goals were “to develop my future; sholeopeople what | have learnt; help
my community because | know that the youth is aule of not knowing what to do with
their lives.” He added:Mna ne gembu lam sesithe sabanentlantla yokufurakthaiba,
masingadlali ngalo silisebenzisg¥We have been fortunate enough to get this
opportunity, which we should not waste but useatifely.] Finally, his music circle
brought in socio-cultural challenges within the MR Aroject and dealing with these
provided further insight to the method. The relasioip betweenhubheandmaskhandi
music is a historic and interesting one that heipedn understanding Madikizela’s

compelling vision and desire to bermskhandmusician and guitar playét-

Theuhubhemusic circle initially had seven learners: Ndagi€bubula, Mzukisi Mzomba,
Simon, Mbolekwa, Mphumzi, Buzani and Sicelo. (Sunea are deliberately left out
where some members did not feel comfortable wittugion of them, but we agreed |

“1 Due to the influence ahaskhandandmbagangaamaXhosamfenduhubhedancers of the Eastern Cape
working on the mines of the Witwatersrand incorpedaheir dance style and guitar accompanimentghvhi
combines traditional and modern dance elemé&faskhandiandmbagangavere the earliest form of
popular music practised in the mines by migrantlabrs who left their homestead in Pondoland (the
eastern regions of the Eastern Cape). Their villagev form part of the O.R. Tambo District Munidipa
very close to the borders of KwaZulu-Natal. An oéfi in the Department of Sports, Recreation, Ants a
Culture (Manzandonga Vabaza. pers. comm. 05 Jul@Palso explained thataskhandandmbaganga
were probably the first types of music that hadagominfluence on the cultural life of amaMpondacaase
they live alongside amaZulu, an influence which rhaye further been strengthened in the mines. Thus
mbaqgangaandmaskhandplayed a major role in the transculturation tlatktplace among migrant
labourers and was then probably transmitted byanigiabourers returning to their homesteads fodbags
or after their stint in the mines as a form of et@ai@ment and courtship in dance parties, knowip@isoyi

in twentieth-century rural Pondoland. (See digp://blogs.uct.ac.za/blog/embo-
maxhosa2/2008/02/22/iinkokheli-zizo-ezibulala-iiiizethy. Accessed on 05 July 2010.)
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could use their first names.) Their action plad®fApril, which was a week late,
highlighted challenging issues around people’s F@oéducation and how this might limit
what could be achieved. Lungamzi, the researchdawator serving this music circle,
made a journal entry on 15 April reflecting on sooh¢he discussions during circle visits,

where lack of formal education was candidly ackremged:

Kumnandi ukusebenza noMadikizela akazoyikiseliigniile ngentsini xa esithi

I- action plan yabo ifike mva kuzo zonke ngoba ketrefundanga.

[l enjoy working with Madikizela, he has no inhibims about his lack of

education. He nearly killed me with laughter whenrformed us that their action

plan was late because they are not educated.ji{@lnembers of this music circle

left school at primary level with him leaving atage 1 or Sub A.)
At a deeper level, because their plan attemptéavtdve guitar playing, special attention
was given to their meeting times in a tight acften for learning to play the guitar, with
Madikizela as the first learner so he could teatiers. The plan reflects on the treatment
their group were receiving from officers: Madikiagkfered to hindrances that seemed to
implicate the behaviour and attitudes of officershie way that Vuyo and other research
leaders had earlier hinted. This needed furtheudision with the local coordinator as it
affected officers outside the project. | had nsogato worry about the legitimacy of the
project as it was sanctioned by DCS nationally,Imgeded to find out exactly what the
problems were. Part of his report submitted atcgawe-end meeting of Cycle 1 already

warns:

Ingathi sizohamba nzima kulejele. Lento siyenzgymayinakwanga
ngamaphoyisa. Kade sicela izinto zokusebenza lagiziAndazi umhlekazi
uNgxishe kutheni esenza izithembiso angazigciaikéikzi nala meeting
wayevumile ngayo kwi-workshop. Umam’u Twani uzakaiscapha.

[Seemingly the project we are busy with (referriaghe MPAR) is being
undermined by the officials. We have long been estjug resources and they are
not forthcoming. | do not understand why Mr Ngxistees not live up to his
promises. Even the meeting he promised to hold t#feeworkshop has not yet
taken place. Mrs Twani is going to struggle in tteatre.]

| found such challenges exciting, for they areftbart of PAR - the whole idea of problem
solving to improve a situation. The key factor te waas ensuring group discussion and
amicable resolutions. | show later how some ofd@l@eblems were addressed.
Madikizela’s journal entry of 19 April revealed hdhey learnt dance steps for two songs:
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Inkunz’emdakgA Dirty Cow) andlhashe ElimhlophéThe White Horse? In the DVD
clip one can see Mirror and other two learners destrating and directing learning of
dance steps. (See DVD ch. 4 A, B and C.)Theylistn to the song and each one of
them has to create dance steps as the music flags.they like a particular sequence
they all imitate it and refine it to their satisfian from the beginning of the song to the
end. Madikizela, as the most experienced dancays leading role in refining the
choreography but the important thing is that thiégrgage by trial and error, and this
stimulates their creativity. It also indicates thaent of time and energy needed by all
involved. Despite all the repetitions, (The DVD dhshows a lesson in progress where
Madikizela leads with individual participants comiforward to demonstrate a few steps
each. It is interesting how he makes comments duidg@s on one particular circle learner
(with the blue vest) who was struggling with rhytlamd keeping in step with the rest of
the group.

For two weeks Madikizela disappeared, then on 08 Magamzi, reported on the reason
for this. Later, in his typical bold manner Madi&ia informed us of how he was being
undermined and taunted by the circle learners, kepd degradingly referring to him as a
‘boy’ simply because he was much younger than gduple he was leading. He did not
take kindly to this sort of treatment and we unttexd his anger and his need to safeguard
himself against anger (what some of the offendeferired to as ‘self-policing’). As he put
it:

Uma unomsindo ejele ungagcina usenkathazweni ngabaery easy ukulwa

lapha, abantu balapha bayadelela and ungabona sstegxakini yokuba

isigwebo sakho sande. So, ndibone kungcono khepitha

[The people we live with are spiteful and can causeble for you, you might find

yourself fighting with people as a consequencdeirtattitudes and behaviour to

an extent that your sentence may be extended.d&ajded to take time off to cool

down.]
Madikizela and | had an emotional but fruitful megtwhere we resolved, at his
instigation that he would embark on his personal god start learning the guitar. He was
going to find Ngxishe, whose increasing unavailgbwas beginning to bring discomfort
to me as well, and get his support and permissioagearch the teachingiaffeneor

2 These are pseudonyms of the guitarists featuretaskhandmusic.
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uhubhé® with a group of juveniles who had approached himuakearning the dance,
rather than continuing working in a hostile envimant. At his request and in order for
him to implement his action plan, | had to finchaskhandguitarist to teach Mirror (as he
was fondly refered to sometimes) to play the gugarce none of the research actors in
the project were guitarists. Ngxishe would havegeed up the matter of Madikizela
teaming up with the other juvenildnubhegroup. These were challenges for me but
Lungamzi's comment when we met on 04 May outsidgopr- “I am glad | am part of
this project, there is a lot to learn” - reassuresl

| found amaskhandguitarist whobegan working with Madikizela in the week of 10 May
but soon we had to review the lessons becauseutter teacher said: “I am worried about
this young man. Despite his limitations he is wijito learn and he does practice but
everything is taking longer. It is a huge struggtel frustration on both of us because he
cannot read properly. Is it possible for him tahemusic theory concurrently with the
guitar?” (pers. comm. 01 June). | discussed thik Wadikizela during the following
week’s visit. “Do not worry, Ma’am, there will bepdan,” he assured me; and indeed, in
the week of 14 June he found an offender who waaskhandguitarist who agreed to
teach him. He added, in his candid and optimisag WHe is uneducated, he has never

been to school, like me, so it should be easy $aoueach each other”.

The photo in Fig. 7 below shows Madikizela demaistg his guitar-playing skills

during one of the circle visits, to the laughtehdd audience because of the mistakes and
asides he made as he was playing. The new lessariow for about two weeks but then
had to stop again, however, because of the behaliproblems of the offender he was
teamed with, who was denied certain liberties lgyahthorities and could therefore not be
part of the project?

At this stage | was not sure about whether Madikigdarge focus on himself and his
goals was agreed to by all participants in his mascle, as his reporting seemed to
indicate. However, their action plan submitted yctlé 1 did make it clear that he would
be the first to learn to play the guitar and thdreomembers would follow. Whether the

My last use of this terimfenein this thesis was in the context of Madikizelglaining it as a derogatory
term. However, as we progressed with the projesgarch actors continued to use both teuhaliheand
imfeng, and so | continue to use them.

“4 Apparently, he was caught beating up other offes)dnd had insulted an officer.
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group agreed or not to him reporting about thevdigs of the group in the way he did,
with very little focus on the group | don’t knowneir journal entries were silent on this.
He may not have fully grasped the PAR principleafisensus and agreement by all
members at all times even with regard to repordiibgut the circle’s activities, and this
was something that called for attention on my part.

Fig. 7 Madikizela and the circle learners off huthukani Mampondo

3.2.3 Learning to Read Tonic Sol-fa Notation: Dould Quartet

Cingile Qoboza was the research leader of this craisile and also the assistant
conductor of the Mthatha Offenders’ Choir. The DieuQuartet members had vision.
They wanted to develop music reading and writintisskn both tonic sol-fa and staff
notation, starting with tonic sol-fa in Cycle 2 arwhtinuing with staff notation in Cycle 3,
knowing that “this would depend on whether we mpiagress in Cycle 2 or not”
(Qoboza, pers. comm. 03 April). Their action plaorg Qoboza’s journal) included these
goals: to excel in tonic sol-fa reading; practisgsia reading in the choir; teach other choir
members how to read music, and “write our” sondeiffrationale was quite bold: “We
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are tired of imitating.” Much as the offenders tiki® sing the song of being ‘uneducated’,
| found that they were knowledgeable about cettaiimys relevant to the project, and
active contributors to that knowledge in ways naiapated in our earlier discussions.
This circle’s concern with thinking ahead to CycBeand 4 denotes shifts of power
relations as people gained knowledge that | comriugtiter on in Chapter 6.

Gobingca, the research coordinator of this cirobafirmed this view in a conversation
with the research leader recorded in his journad®@April:

Usisi Makholi[Sister (term of respect for an elderly lady) Kbka] imitates and
sings for all the partQha kdBut then]some of udayabamba pha naphaya
[understand only here and ther¥]yo ke lento thina nabafethu sithe sifuna
ukufunda ukubhala nokufunda umculo. Apho sijonga&tkukulamagqudu.
Fanele ibeyinto yokuqgala ngoku sisenomdla, ngoindoizalapha ejele anizazi
ninathey can just stogonke lento le kusemnanfiihat is why me and my fellow
offenders decided in this circle to start with depéng music reading skills, our
target is learning staff notation. This should e first thing to learn because you
may never know enough about the prison environntkeimgs may just change and
this project can just be stopped while we are stijbying learning from it.]
This relates back to my research problem: nonbebftfenders and officers had originally
realised that the NOCC was a platform on which stoma of music education could
happen, a lack of realization that also happens @hbirs outside prison. Qoboza’s
remarks show that the offenders (at least) had peneeived how much quicker and easier
their learning of songs would be if they were tad¢he music for themselves rather than
relying on rote learning from the conductor. | veaisick by their determination in seizing

the now-or-never opportunities available to them.

Their main challenge apparently, was acquiringraueeand time for their meetings, which
caused a two-weeks’ delay in their action plan ¢pdimalised, as recorded in Qoboza’s
journal (24 April) where he registered his joyiaafly managing to have the first meeting:
“Sincedile siyitshintshe nale plan yokudibana ngegigd’ [It is a good thing that we
changed our plans to meet on Saturddyppn observation and reflection, replanning
occured immediately here, rather than waiting lh@r next cycleTheir method of learning
the songs was that each person was made to bsoggthat they knew, which was
invariably a hymn. On 08 May an entry scanty imaddtut rich in content, says, “Today
was good. Other new word is strophic - same musatltthe verses. That’'s why the song
is easy it repeats.” Through the research coordiriaey requested learning material to
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assist with understanding the meanings of signshaungdc terms (Qoboza pers. comm. 25
May), and five copies of the Maskew Miller LongmRathway to Tonic Solfa Sight
Singing Serie¢Vols. 1 and 2) were supplied, to be shared witkthaée music circles
learning theory of music. The learning material traesviewed here as arising out of a
need within, and not imposed like a ‘curriculundrin somewhere outside.

Gobingca’s next report of 09 June captures thenfgein this circle:

09 June: Everybody was overwhelmed today. | coatdamite down all the things
they were saying but in Vuyo’s group Tallman saiichfundo ayikhulelwa
namhlanje sifunda ngencwadi zase Yunive§jihi can never be too old to learn,
today we are learning from University books]. Clagiaid - “having these books
is motivation enough for me to continue with my eahion.” Jonas commented -
“Ezincwadi zezokufunda madoda, siyakhuthazwa kalfikese books are for us
to study, my friends, by the way we are being ermged]. Andries just said - “I
am learning great things.”
Reading the comments above | wondered whether &RMwould ever be
acknowledged by the research actors as researc¢haubting. The books symbolised
‘school’, a site of formal education held in higlgard. Seemingly | still had to make
further inroads in dispelling the myth that we wkzarning as in a school and that books
could only be associated with ‘school’. It surpdsee, because in my previous research
(Twani, 2002) those who had been participatindignNOCC and other music activities
were exposed to a variety of education and traiprogrammes. The MPAR was not the

first of such educational projects.

Qoboza noted the following week that the membengweaking good progress and were
ready to learn another song. Of particular intenest his comment, “as we learn we
discover new things”. | wondered how they discodeand learnt those things but | was
happy that they seemed to have grasped the plambaetve-reflect model, as they were
even validating their discoveries by “checking wathers”. Also, their consistency in
forward mapping was striking. Qoboza even annoucetié June, “I am going to present
in English at the cycle-end meeting (pers. comiirhjs did not materialise, however,
because three days later the group disagreedadiistin the issue of a test that Qoboza
suggested, which badly backfired. As he explairtealraeeting with Ngxishe and myself
he then abandoned the group, not so much becatise disagreement but because of the
insults they had hurled at him.

85



A further meeting on 19 June for all the reseautbra including the coordinator and
facilitator was shrouded in innuendos to start whitlt Qoboza simply made a public
apology and everybody indicated their acceptandenash to continue with the work,
although the writing of the test (which was parttdir initial plan that presumably agreed
to by everyone and perhaps deliberately forgot) atmsdoned® One thing concluded
was that no matter how well documented everythiag jwurnal entries do not and indeed
cannotreveal everything. The meeting seemed to haveeatddae air, as the research
actors left with regained vigour. One will neveoknwhether this was due to the
abandoned idea of a test or the apology from Qaboza

3.2.4Sifundisana Ukusina I ndlame [We Are Teaching Each Other How to Perform
I ndlame Dance]: Nyandeni Cultural Group

The focus of the Nyandeni Cultural Group was ochesy and learning dhdlame a
traditional dance oAmampondo aseNyandenithe eastern region of the Eastern Cape
Province. This music circle was led by NdoyisilebDla. It started with the required six
circle learners excluding the leader: Bonga MakhaliSibulele Daki, Qondani Vabaza,
Kholekile Mathole, Buzani Sigwala and Makwedini Ntih Members were determined
from the onset not only to leanmdlamebut also business skills such as forming a legal
entity as a registered performing music group, \&iformal business plan and a
constitution. This tallied with my hopes to empowéenders with knowledge about
government funding initiatives for artists finangitneir livelihood. South Africa’s penal
system hinges on rehabilitation and safe reintemranto society, too, encouraging
offenders to participate in state and other comtywagtivities outside prison in the spirit
of reconciliation. Thus | was motivated to helpesffiers tap into available funding
initiatives.

In prisons elsewhere in the world, there are smmildiatives. In Brazil, for example,
rehabilitation is supported by the Ministry of SggofPath to Freedom (Painting

5 At this stage | remind the reader of who the reeactors are, namely all the participants invdlirethe
research within their respective roles as indicatdeg. 3, chapter 1: research leaders, research
coordinators, local coordinator, community musipert and circle learners. All of these people vibee
core researchers who were recepients and contribitcknowledge production in the MPAR.
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Freedom)’ Program. Zoe Mullery, a creative writingtructor at San Quentin prison in
California (cited by Tim Menees ost Gazette30 September 200htp://www.post-
gazette.com/ps/06010Bccessed 14/11/2006), commented that the attbfigeison
authoritiesin prisons around California is that “[ijn prisoh a@rt can be therapy”. The
National Training Consortium for Arts in Criminalstice (NTCACJ) in the UK runs a

project called ‘Creating a National Credit Framekvimr the Professional Development of
Arts Practitioners Wishing to Work in the Crimirhlstice Sectof*® Such initiatives offer
important lessons for South Africa and fuelled ngtination to encourage the Nyandeni

music circle.

| must add that the action plans of other circlesaged that almost all groups had
constitutions, and organisational aspects suclyersdas, disciplinary codes, rules for
members, were in abundance. The idea of prisorpgraacessing funding from outside
prison and organising themselves as businessesnivtis however mooted by only two of
the 11 music circles in the MPAR’s activating wdrép of Cycle 1, thendlameand
isicathamiyagroups, significantly, the oldest groups in thisgm (since 1997)

Soon after their second meeting on 11 April, theaber of circle learners grew
dramatically, to 32. Dubula’s next entry registeseskerious problem of personality
clashes among the members:

14 April 2007: Research Poblems
HOLOMISASAY TWO TIME HE SAY TO DUBULA HE BRING LOOT OF
TSOTSBUT DUBULA THAT DID NOT HAPPY ABOUT THAT

15 April 2007

KHUSTA HE WANT TO HIT ANDILE KODWA UANDILE KHANGE A

PHENDULE UVELE WAPHUMAbut Andile did not respond, he just left]
It was only at the end of Cycle 4 in January 2@88e months after Dubula’s release
from prison, that | was able to get hold of hisrjmal; by this time he was out on parole.
On submitting it, Dubula indicated that the tworjoai entries above were the reason for
not submitting his journal: these clashes happende early in the project and he did not
dare breathe a word about it until the matter whsially resolved by Ngxishe. “It was

4 (www.newaudiences.org.uk/statidccessed 04 May 2007; see alsow.geovernmentfunding.org.fer
other opportunities for grants offered by the Dépant of Education and Skills, Department of Home
Office and the Office of the Deputy Prime Ministed)charity set up to build a bridge to self-emptagnt
for prisoners and ex-prisoners was launched inddally in 2002.
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my top secret” (pers. comm. 15 January 2008). Unfately he was released before its
resolution, but it was more serious than | thought:

Mama, la madoda ayendihlukumeza, kwaye ndahlety@twba anenjongo
ezingekho ntle. Kwakunyanzelekile ndifumene inglekaphuma kwelagela ngoba
nam ndandizakudyobheka, kwaye ixesha lam lokuplejetelaliselisondele.
[Madam, those men were abusive and | was secrétiged of their evil
intentions. | had to find a way of releasing myd$edn that group because | would
have been at the centre of everything and | wadalbe released on parole at the
beginning of January 2008.]
In our meeting of 21 April with this group, Ndoyesindicated the low levels of literacy.
They would present verbal reports and rely on tlesisons being captured on DVD. They
also relied on the limited literacy skills of Angjlwho had left school at Grade 7 when
everybody else in the music circle had left scladdbrade 1 and 2. | was not too bothered
by this because the documenting of data was s#$iple, and progress in learning
indlamedance steps was made. Dubula was somewhat digilkediby the fact that there
was little progress on the business plan and datisti, and | understood his anxiety in
taking this 10-year-old group to another levelgcsiin the genre itself they were already
fairly advanced. The LH picture in Fig. 8 shows iidlamemusic circle dressed in full

regalia.

Fig. 8 Some of thd ndlame music circle members (left) and Dubula giving a
presentation (right) at the cycle-end meeting in ta WSU auditorium

88



Comparatively speaking they had no problems wittiopaing. The DVD illustrates the
progress and method that this group used to |&é&rdance steps. (See DVD ch. 5.)The
MPAR was to them more a way of accessing a diftekemd of learning support. For
Dubula, the business plan and constitution weregegformance indicators for his life
outside prison, and for the group’s progress angldpment. Dubula and other research
actors raised the problem of lack of educationigmdssociation with the intellectual
demands of compiling a business plan and consiitiinumber of times, and | was of
course aware that improving existing skills andwlsalge is a key element in action
research. Research actors had to continually mtelplans because of the discovery of
inadequacies in their education and this was vargimin line with the cyclic four stages
of plan-act-observe-reflect. Msawu’s and Mpopo'sugs are cases in point, as well as
Dubula’s.

In another report of 28 April we learn some histalifacts aboundlamefrom the circle
meeting of the 35-membardlamemusic circle in action (captured on DVD) under the
leadership of Dubula and the guidance of the resezoordinator Ngom%. One of the
oldest members of this group by age and experiaa@dancer, Maduna (clan name)
from Qawukeni, gave interesting background on ikhy and significance of the dance
to the Amampondo of the East and South. Later mndiy, Ndoyisile’s methodology was
another interesting point: he first called out tlaenes of the older members and requested
them to stand back as he “wanted to work with neamimers” on a song in call and
response form. He sang the song through and tmentka first phrase (the call) and
guided them to sing the response at the appropaé Given the 10 years of existence
of this group they had reached their pinnacle atsss inside prison and really needed
some extrinsic motivation to move to another leen in the cycle-end meetings they
were the darlings of the audience. (I discussfthifer in the second part of the chapter.)
There were no further entries in Dubula’s jourmalloese events. However, all their
meetings were documented in DVD footage for Cyches 2vell as the cycle-end meeting.

In a brief meeting between the research leaderelipymd the research coordinator on 04
May we discussed the business aspects ofiritlkame music circle’s action plan. We

" Regarding the size of tliedlamemusic circle: it was agreed that music circles thatised on traditional
genres such asdlame,choir, isicathamiyaand so on, would be allowed to maintain the trax#l setting
of greater numbers, for effectiveness, rather tiemrestricted to 6 members.
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decided to gradually help them work through themstitution and business plan. Because
of their illiteracy challenges and my knowledgesofiall medium eneterprise aspects of
this business side of things | would provide gumgnusing copies of constitutions and
business plans from other organisations, as examplewever, this became a laborious
exercise which Dubula himself felt would need toilmplemented at a later stage since
they were still in prison and environmental constsamight not work to their advantage.

This idea was then shelved for future date. Indedgn Dubula was released on parole he
followed up on it with good results, which | report in subsequent chapters.

3.2.5 Learningl sicathamiya dance stepsThe Peacemakers

This was one of the slightly larger music circhbjch oscillated between eight to 10
music circle learners due to people leaving ammingi the group at different timegll its
members were from the juvenile section of the pri®y the cycle-end meeting there
were nine regular members. The leader of this gmeagp Siphathiso Mabho. Other
members were Mfundo Maqgegu, Simnikiwe Zibaya, Safagana, Nkuthalo Nomesi,
Sive Ngetho, Mbongeni Mzomba and Lindikhaya Higa.

Thelsicathamiyagroup had been in existence at MMCC for about gews. Its
membership had changed from time to time, with m#ake as older members got
released. The leader himself experienced a cardmat in his life and the life of the

group when after the Cycle 2 cycle-end meetindhydrame an adult offender because of
his age, and could no longer remain in the juveseletion. Historically, this group was
one of the music anchors that had kept Mthatha Medn the championship league of the
NOCC for a number of years. To a certain extems,¢dhange of leadership and other
subsequent developments was set to affect thishasvinterfere with the circle’s plan

for Cycle 2.

The Peacemakers’ goals were in any case cautidDgdle 2: to refine their songs and
improve their overall performance after an intakeewv members towards the end of
2006. It was one of the most diligent music cireldgen it came to music making, but as
the reigning national champions since 2003 thgir@gch to learning new skills and other
music genres was muted. They were bent on perfgrisicathamiyaand nothing else.
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Their leader Mabho (pers. comm. 9 May) attributad to lack of education and feelings
of intimidation about standing in front of peopledatalking. Apparently for this group at
this stage it was more important for them to dotwhay thought they were good at. Even
their journals were nervously clean and sparsentries.

Our second meeting of 17 May was interesting asitided the local coordinator,
Ngxishe, who disagreed with what the music cirebrhers had said the previous week,
indicating some elements of misinformation and wihfilulness on their part and that the
juveniles were involved in malpractices in the pnisvhich hindered their progress. For
reasons of confidentiality | cannot tell the fulbiy, but I later discovered the weight of
such allegations, as they emerged also with thenjiler Gospel music circle, 1 still needed
to exercise caution, put my trust in the reseaotbra and try to acquire evidence to the
contrary, so | gave them the benefit of the doAbthe end of the meeting | asked Mabho
to submit his journal at the next visit.

At this meeting, on 24 May, Mabho did not show mpmy subsequent meeting with the
circle on 08 June he appeared, and explained benab to the group. They already knew
that he had been transferred and could no longelassified as a juvenile. Now he
explained that his participation had to be renegeti with officials in the new cell he was
located in, which affected his schedule with theugr. As far as he was concerned, the
remaining time had to be used fruitfully to ensilvat a report was ready for the cycle-end
meeting and that the members were ready. HoweweDVD recordings indicate that
they were: despite Mabho'’s absence, the circle neesntbntinued to refine their song
repertoire, and choreography, polishing their dasteps in preparation for the cycle-end
meeting, although no new songs were researcheihired the politeness and integrity of
the leader, and decided that | would not do orasgghing that would jeopardise the trust
between me and the research actors at this stage.

Later on when | saw Siphathiso’s journal, it dentatied very little grasp of the research
issues. He later admitted to having harboured @esabout his lack of education; he had
left school in Sub A (Grade R) and was too intinedisto share this fact with anybody in

or outside prison. All this time he had relied ore@f the circle learners who became his
scribe, Lindikhaya Higa. I liked the fact that, awbough there was little attempt at
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venturing into new areas, at least the circle memimethe absence of their leader were
improving other life skills, as Lindikhaya'’s joudnentry of 01 June reveals:

| do not know about Siphathisiiungcono namhlanje isincedile lento
yokukhuthazana. Abafethu bebesele betyhafile.daaikuba icycle-endyona
izakusibeka endaweni. Noko asizokuhleleleka ngelariaculo sinawo,
sakulungisa nje iindawo ezithile. Uthethe kakuhikwthalo xa ethi masingatyhafi
nabani na apha kuthi angasuke akhok®&e needukuba umoralabe phezulu.
Icebo lizakuzakhand Mrs Twani and the gertiakhonafor ukusincedaWonke
umntuureadyfor the endKuzakufuneka sicinge ngenkokheli entsha

[It is much better today, encouraging one anotlaerdngood effect. The members
were discouraged. At least we will be ready fordiiele-end meeting and it is
going to take us a step further. We will not be seooff because we have a rich
repertoire, we shall just polish up certain arédaithalo’s speech was very
encouraging and gave us new hope that anyonecarutake up the leadership
position. We have to keep the morale high. A plahceme up and Mrs Twani
and the gentlemen (i.e. the research coordinatolishelp us. Everybody is
looking forward to the cycle-end meeting. We havéhink about a new leader for
the group.]

This reminded me of what action research is abibigt.not only focused on the learning
of new skills and acquiring knowledge but reflegton what already exists. This is a very
thoughtful entry. | was encouraged by what it shdwkthe acquiring of life skills along
with music skills, and was satisfied that theiinmigfg and improving of music and dance
skills as well as singing, had been captured on DVD

3.2.6lmfenelsinwa Njani? (How Is Imfene Performed?): Masibuyekeze(Let Us
Restore)

This was another music circle with a passion faditional music and dance - in this case
imfene It was made up of juveniles, under the leadershidluleki Gogobala, who was
the youngest research actor in the project. | ieased at the sign of positive thinking
and determination to change one’s mindset, in supbung person. From their action plan
of 02 April however it was obvious that they had gasped what the plan was about,
although they did have meeting times. What weréngatt to them at this stage were tools
(cassettes, uniforms and a hi-fi set) for carrypngtheir action plan. | liked their

confident statement of preparedness even thoughstemed to think MPAR was just
about performance, and | attributed their urgeriué equipment to a sense of yearning
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for freedom from confinement of being ‘normal’ meians with the necessary regalia and
tools that typify performing artists.

Their action plan included an ‘agenda’, comprisinganisational matters such as election
of organisers and secretary, code of conduct, atiguk for the members, and a
demonstration of stage manners. This to me wasatide of how the regulatory and
disciplinarian nature of prison had filtered dowroffenders. Particularly interesting was
the advocacy in their agenda of ‘good’ behaviooiian extent that fines would be imposed
on non-compliant members.

Key amongst other ideas that emerged from thelomg@ian was the association of the
MPAR project with rehabilitation, implied already the name of the grouplasibuyekeze
(Let us restore). They also talkedilofiyambg[finding their roots] as somehow having to
do with making one a better person. Subsequens\sithis group were not possible for
two weeks for a number of reasons including gruesones which resulted in them being
grounded from participation for two weeks. | wapnathat the reasons were not directed
at the project itself but arose out of internakpn issues, although | was worried that they
were going to miss a golden opportunity. The situnatesolved itself because Mirror met
with prison officers about his own struggles anel plossibility of merging some of his
group members with the juveniles came up. The fivséting of the merged group occured
on 07 June, according to Gogobala (pers. comm)ttearafter the cultural and psycho-
social side of the music research progressed willgreater focus on attitudes and the
construction of relationships. We were all lookiogwvard to the forthcoming cycle-end
meeting to showcase the research actors and exdheatultural work of the dance itself.

| had told all the research leaders to start drgftheir presentations, for | was eager to
find out what the reports would be like in the ligii the changes that had been
experienced.

3.2.7 Learning to Sing Gospel Songs: The JuvenileoGpel Group
This was a juvenile Gospel music circle which Haglintention to learn Gospel songs

with a view to changing their lifestyles and belvavi as per their action plan. All the
songs they decided to sing were composed by otugle, but what attracted them to the
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songs, according to thier leader Vusumzi Majanéitenthe lyrics, which they were hoping
to internalise and live by. Members of the musicleiwere all classified as juveniles
because they were under 26, and were SiphathistidJ&tkuthalo Nomesi, Sive Ngetho,
Mbongeni Mzomba and Lindikhaya Higa. Nomesi, outiefermination, dedication and
diligence acquired keyboard skills through his qivate arrangements with the only
keyboard player available in that environment, Skince he was a juvenile and Sbu an
adult, he also got permission through the localdimator to spend time with Sbu learing
keyboard after their meetings, and went to the mgewf the Adult Male Group music
circle so as to be there after their meetings. étaine the keyboard player for The
Juvenile Gospel Group in the final cycle.

This group had a hard time holding meetings angaial was not forthcoming from
the research leader, Majanti. They made a lot ofiggs ranging from unhonoured
meetings with the keyboard player (who tended tthbarded’ by the Adult Male Group
music circle) to problems with matters related tisgn work. On the other hand Mpopo
had also complained about the unexplained absdna@quveniles in her recorder music
circle, namely Majanti and Gogobala. While theytomred to participate in the other
music circles they were involved in, their meetiagghe juvenile Gospel music circle did
not take place for about six weeks of the secortediApril and the first two weeks of
May). The research coordinators also reported emttavailability and excuses from this
circle.

| was reminded of Majanti’s first cycle-end repoft27 March that reflected a series of
behavioural problems and challenges which resutt@afighting and punishment by the
authorities for breaching prison regulations (phment being non-participation in
activities). Majanti's oral reports do not revealch concerning these problems, as if he
was sworn to secrecy. At this point | felt a slightse of discouragement as to the
potential level of development of life skills inishgroup, especially since they were all
very young, but | thought they were skilful in ceating the negative effects of inaction
as a circle because the coordinators and | dighictanything up until quite late in the
cycle, when we had to prepare for the cycle-endtimge

One advantage this group had, which assured thetmzious involvement in the MPAR,
was that they were also circle learners in othesimcircles such asnfene the recorder
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music circle andsicathamiya so their lack of musical progress in the gospelewas
offset. | learnt to be alert at all times and erghat all music circles were functioning. It
became apparent that other circle learners belotoyetbre than one music circle because
of their involvement in music activities in prisprior to the MPAR. We therefore
continued in that vein since this practice had egative effect, but rather, a positive one.
It offered people opportunity to learn as muchhey twanted to while in prison.

In fact, the way these youths were constantly withye- and ear-shot of the facilitator and
research coordinators as members of other musiesimeant that we were better able to
monitor their progress or lack thereof, as wascdse with Majanti’s on and off
behavioural moments. Had it not been for this dalenges Majanti was faced with
could not have been picked up and worked through @obingca, who later on
counselled him. After Ngxishe made an intervenicound May that included informing
us about the disciplinary problems and regulatooggsses levelled by prison officials on
the juvenile offenders, including those involvedhe MPAR, there was more visibility
and activity among the juvenile music circle.

When they eventually got going, a purposeful apginda choosing their songs was
adopted; they chose songs that they knew and fartwhcordings were available so that
learning was faster, which | thought was a clevay wf regaining lost ground. The songs
wereBawo NdixolelgLord, Forgive Me)Ndibek’ ithemba lam kuwe Somandld&ut My
Trust on You, Mighty God), It Is the Power, It's¢ory over SinSiphakamis’ uDumo
kuwe Amen(We Lift Your Name, Amen), andJmnt’ Omtsha Uphila Ngeliizwi(Young
People Live by the Word). At the end of May or lemng of June, Gobingca had a
private talk with Vusumzi as research leader, whoaaently was the major cause of the
breakdown of activities in this music circle, ahe research endeavours did bear fruit
regardless of the fact that participation was naximised in that one of the members,
Nomesi, in the meantime attached himself to Shel Kdbyboard player for the Adult Male
Group) and as such acquired keyboard skills.

My biggest disappointment with Majanti and thisgpavas at two levels: first, there was
no written report presented for this music cirslegondly, their musical rendition of the

five gospel songs was allcappellawith songs that were supposed to be accompanied,
and even these, though they were learnt by rotes wederprepared. It was obvious that
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there were some disagreements among the circleelesacaused by the disruptive
behaviour of the leader and other members evergththey were not reporting on these.
Some members of the group felt embarrassed anéstgithat Nomesi should present
his own report of what he had learnt. We then aboaethe right time and opportunity for
Nomesi. All was not lost because their availabildythe cycle-end meeting was for me a
strong statement of their intentions to continuthwhe project and they promised to work
harder for the next cycle.

3.2.8 We Are Learning to Play the Recorder: The Rexder Group

This music circle was unique in that it involvecearf the only three females in the
MPAR project, Mosa Mpopo, fondly nicknamed ‘Mosasa@ho moreover occupied a
leadership position for the circle and was alsoathly female intern at MMCC. Other
members included people who were already reseaattets, namely Thembisile ‘Papa’
Msawu, Cingile Qoboza, Andries Mathida, Mluleki ®géa, Siphathiso Mabho and
Vusumzi Majanti. These were their goals:

Firstly we wanted to see, touch before we coulchdgarn more about it and how
does it differ. How is it going to be blown, thadiering and tonguing and also
how to blow a recorder. Lastly the main goal waketsn on how to apply songs
on/in it [i.e. ‘singing songs’ through it].
Throughout the first cycle this group continuousad a problem of nomenclature
regarding music making through recorder playingspide the number of times | corrected
them, each time they referred to recorder playly talked about ‘singing’ songs on the
recorder. This stems from the Xhosa tradition ajédy vocally oriented music; and in
IsiXhosa vocabulary there is no word for instrumglalying and instrumental pieces. The
very first action plan of this group brought inienénsion we initially downplayed: values
and attitudes, especially around gender. Theysediimmediately after inception the
importance of gender sensitivity, yet they weredhmip whose progress would be
hindered by gender insensitivity. Mpopo’s repord gwurnal entries alluded to this later
on in the cycle.

This music circle was under the supervision andaute of one of the three research
coordinators in the MPAR project, Mkhanyiseli Gajpa (Gobs), a recorder student at

96



Walter Sisulu University. Mosa demonstrated goodeustanding of the technical
demands of recorder playing, namely, tonguingcaldtion and fingering, as she recorded
in her journal: “I am so excited that finally | camake the right sound from this instrument
and | can hear the difference, it sounds so nibanks Gobs”. Through my research
funding | was able to purchase two each of desedtotand tenor recorders and one bass
recorder, helping the circle’s dreams of ‘touchitigg instrument become quickly realised.

In her journal of 18 May Mosa recorded their happmat the initial ‘lessons’ that they
got from Gobingca even though this was not whaMRAR was about, and the circle
members were encouragedésearchhow they would learn or improve things by
experimentation. | had to allow the research cowatir to give the first lesson to set the
stage for correct terminology and practice. Sinostnof her circle learners were research
leaders in the project and lead singers in the N@KRglrs, they were well versed in tonic
sol-fa notation. My concern was that they mighttataing it for instrument playing, since
they had mentioned this idea in one of our meetibgsbringing in Gobingca for the first
lesson was a strategic move because he read saffifomoeasily (he had a Grade 6
ABRSM certificate in treble recorder).

Examining the lesson plan (see below) | was fasethhy the various orders of
knowledge that came through and which were alsdiéthin the action plan:

18 May 2007

Today is one of our highlights everyone in theleittas a recorder from which we are al
going to learn to play. Today's meeting was aloslenateresting by the lecture we got
from Gobingca about the types of recorders and they differ. This is what we now
know - Topic: How to Play the Recorder?

Types of recorder

How to use

Info. about types of recorders

Figuring and Tonguing

Recorders Differs in size

They are made by woodwind family

-Decant_ Sopranos Notes

-Treble _ Alto

- Turner recorder

-Bass

Got 8 hole

Pentatunic scale 5 notes

All3&11&8
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Here we have different types of recorders and steebnical requirements for good
recorder playing (tonguing, articulation and finiggy, the mechanism of the recorder,
categorising of the recorders and relationshigobrders to choral arrangement of the
different voice types. It was amazing that in thesy first lesson Gobs and the circle
learners were able to work on all these aspects.

Gobingca was in high spirits when he got back fimonking with the group, as he
reported in our fortnightly meeting on 20 May: “Aad such fun with the recorder
group. If they work hard at it they are going todre of the highlights of the project.
Everyone including the officers was excited abbet‘hew’ instruments that they had
never seen before; the challenge is going to bengakusic out of them”. It was obvious
from Gobingca’s notes that all the participants apeélctators who witnessed the meeting,
discussions, and the lesson, felt that learningay the recorder was some kind of
tangible knowledge - the instrument and the knoggeid represented could literally be
‘touched’ and there was evidence of knowledge hbigen transmitted. For the whole
month of April, the recorder music circle learnenarked independently, for different
reasons. But then Mpopo’s journal entry of 24 Mad la tinge of anxiety in it: “l am a
lady and working as a intern so | couldn’t fetch thembers from the cells because of the
rules and regulations of this department and asgédcurity reasons”. This issue had
come up in her cycle-end report of 24 March and egen in May she was still alluding

to security problems and her failure to initiateetiegs.

For ethical reasons | will not elaborate on wheméention from myself were needed to
sort out interpersonal relations. Mpopo experieracéiareatening incident in the learning
process, and this contributed to the failure ofgtaip to meet. | admired her sense of
responsibility and maturity in making attempts tlaligess the matter by making alternative
arrangements for the group meetings and gettinghtitéer handled at the highest
leadership level of the project. | attended twohaf circle’s meetings after this incident,
together with Gobingca as the research coordinet@nsure continuity in the
implementation of their action plan. Two DVD clipsow footage of two visits, which
cannot be publicised at this stage, a meeting ad&pshows a recorder lesson under my
leadership (learning to play the national antheanyi one on 13 June, showing Gobingca
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(identifiable by voice) teaching Qoboza to play fingt phrase of the anthem. Since
Qoboza had already taught them fingering and the mames, we started by calling out
the note names and playing them. Then we sangri@hirase of the anthem and played
it by ear with Gobingca and myself providing guidaron fingering. Reading the notation
was to be the next leg of learning once everybaaydcplay the anthem, when they would
start visualising and locating the notes on theesta

In the meanwhile and because of prison regulatidlosa had arranged with the other
intern, Vuyo Mduduma, for their circles to worktae same time, so that whenever she
met with her group Vuyo would be meeting his. Twarked for two meetings, until
Mduduma became a permanent staff member in Mthdthamum, on the other side of
the prison complex, in June.

3.2.9 Basic Conducting and Singing Skills: Mthath&hoir

This was one of the largest music circles with @3 umembers, some of whom were
already members of the various National OffenddrsiiS at the prison. For the first
seven weeks of Cycle 2 the conductor, Kholisa Mlanehs not available due to ill health,
so Sikhululekile ‘Skhulu’ Mafunda, the research hoator in charge of this music circle,
held the fort

The research actors seldom held discussion meeatingsy Mlandu’s absence.
Constructive work done with circle members largelyk place in May and was in the
form of practice sessions as the choir was pregdadna national festival which was to be
held in Cape Town at a date that was to be madekiater. (An interesting aside: even
the head of prison never knew until at the lastutd@rthe dates for prison activities that
would affect the MPAR. | am still not sure why. Setimes | attribute it to the
confidentiality around which prison authorities woperhaps for security reasons, But it
inconvinienced the operations of the project omialper of occasions.)

The choir rehearsals were almost a daily occuremcater for any sudden change of plan.

The DVD footage taken on 24 May shows Mafunda destrating conducting and vocal
technique. (See DVD ch. 6A and B) The rehearsa@loMay illustrates the participatory
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nature of the rehearsals, where inmates were dffgoportunities to lead sessions. In the
next shot Vuyolwethu Maqungo, a research actohisrhusic circle, works on technical
aspects, such as tone placement and accuracyes floim one voice part to another. The
rehearsal of 07 June features Msawu directing atilax and vocal exercises, Mafunda
doing a vocal exercise in tonic sol-fa and dematisiy the physical support of the voice
for focused and forward-directed placement and dpusing different songs to
demonstrate different conducting patterns. Thenmewe further inputs from the choir
music circle until the cycle-end meeting, by whiche Mlandu had recovered well
enough to attend.

3.2.10Learning to Read and Write Staff Notation: Music Literacy Group

This is the last group of the three developingrtikills in music literacy, learning to read
and write staff notation. The circle operated urtierleadership of Andries Mathida, who
could only complete this cycle of the MPAR projbefore he was released from prison on
parole. However, by then he had made a meaninghifibution, even though he could

not participate in the cycle-end meeting. Becadsehat | can only say is lack of
transparency with regard to prison regulationsgreimg parole), Mathida only learnt on
the day of his release that he was leaving, aneéfibre could not even find a substitute.
Bakhokhele Jonas, Zolani Nkotana, Unathi Ggoza,olugthu Maqungo, Kefuwe
Malapana and Bulelani Yawa were the other circeriers.

Andries’s journal entries start on the day ofwwekshop on 16 January, with the
objectives and a summary of expectations and tlemeg of research, with a list of those
involved and their roles. This indicated a cleadenstanding of his role as leader,
including the ability to note salient points fopogting to his circle later, about the
expectations of participants, what they were supgads do as groups, how he would
report to the group members. For me it also dematest greater clarity of thought about
what PAR is than other journals. His entry of O&iApighlights the challenges he had
already noted in his cycle-end report of Cycle fbuind this repetition quite thoughtful,
and wondered why other research leaders’ journate wot as clear. He had a sense of
realism, not trying to pretend that problems wengesl out when they were not. Here is
part of his presentation:
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06 April 2007

-These are the people I'm working with. Some ofrttembers | had to this group they
were not involved/ not members of choir which ieatly taking place. -As we all know
that it is always a challenge to work with peopléhere’s a point where | told myself that
it's going to work at all, because we were straggkhnd we did not have a place to wor
-One time | encounter a problem where | was stingdb find one of my members to
another section. They told me that | have to contle @fficial member policeman if |
need them.

Fortunately | pass the test. -We were also straggh terms of accommodation but |
decided to consult our local coordinator to helpauthis problem. Luckily he managed to
help us.

A

Andries used the journal as a self-reflexive tooke how he is determined to succeed at
all costs to ‘convince’ those who were not in theic to join his music circle, and the
sense of why he wanted them there, his sense iofjtéikne to assert himself even to
prison authorities, and his thoughts on double-mdmeéss and constructive thinking.

Examining my journal entry of 13 April, | thoughti$ music circle had rather high aims
but they were a sound group when it came to orgapteemselves. Like Vuyo
Mduduma'’s group, they had modified the MPAR pro@eins to ensure maximum
participation from all members, and delegated soytes and duties to members other
than the research leader, as the following entoyvsh

(Duties and responsibilities

-Organization: to organize the project meetings nodess.

1. Commitment meeting for all of us.

-Main objective of this project is to learn the nwusasic i.e to write and read
notes. And it is to learn new things and improwe khowledge that we have.
2. Expectations to this project/ the things we widike to learn

-Introduction to choral music

-Principles of choral music

-Creative writing song for choral music.

-Basic learning program in music

-Ability to play piano and being able to give rigtgy to the song

-Tempo indicator

-Ways of controlling voices

code of conduct

This sense of shared responsibility and delegatidhe prison environment was
welcomed by participants. Being in charge and resiiate for something was a high
honour, which came out quite strongly in the earbnths, for example, when Mirror
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requested Ngxishe to call a meeting in which held/explain why the research leaders
had been chosen. | thought the choir had high hapeésvondered about follow through. |
was not sure whether consensus was attained ohthk goals despite a code of conduct
and disciplinary codes being in place, and thogghte of these might be in conflict with
the action plan of the group: for example, ‘chonaisic as the main music’ yet this was a
staff notation group and choral music uses sok&with other music circles, ‘conduct’
was integral to the learning process. | thoughtlmeaiey knew things I did not know as
an outsider, and assumed | would deal with the owknas it emerged.

In the facilitator and coordinators’ meeting of &gril we discussed helping this circle
streamline its topics and confine them to one afeasearch per cycle, but | had to leave
them to discover on their own what was achievablérm their own opinion about their
learning. Self-driven and self-directed learning o of important elements of PAR and
participants have to debate their shortfalls asdalier what works, in order to learn. As it
happened, Mathida’s journal entry of 27 April refled the following revised action plan

for Cycle 2:

MUSIC LITERACY

How to read and write time signature and staff iatadentify two notation, explain the
difference between the two .how do we know it, idgrthose gaps

MUSIC SCALES

Staff notation, music alphaberts -tonic solfa cenef alphaberts, staff notation

Notes names

Cords notes which sung more than once

How do you do that u press 135 cords ACE interigalle distance between two notes.

This indicates what was to be learnt, what was i@l/en a particular day, and also what
was known. As they talked about chords (‘cordsdot the sense that they had learnt
about the structure of a chord, for example, tifereace to “pressing 135 and ACE”,
presumably intervals and distance in sound betweenotes 1,3 and 5, or ACE.

Another journal entry of Mathida’s is laden with améng.

Constructive -positive mind
Constructive -positive thinking
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Constructive -positive timing

Double mind =is the person who have another altesna.g. God, doctor and
traditional healer ingle mind is the person whatmne thing no matter what or
god only

Plan- develop strategies action to improve whatrisady happening.

Unfortunately | never got the opportunity to tatkiim about what he meant, because of

his sudden release on parole.

The vacuum in leadership of the Music Literacy Groteated a deafening silence and
seemingly none of the remaining circle learnerseweady to step into Andries’ shoes.
The coordinator, Bakhokele Jonas, reported an aggeethat they had reached as a group
in a meeting of 18 May, that all the remaining egsh actors be distributed to other music
circles for the cycle-end meeting, and for the aésTycle 2 they preferred to remain as
members of the choir music circle under the leddprsf Mlandu. It was obvious from
discussion with some of the members that they dichgree on who was to lead the circle
after Andries. Some of them were not ready to takéeadership since they were not sure
how the research leaders were chosen. Also, thieméelequate in terms of their
knowledge, which | thought was a courageous adons#ind so it was that some of them
were found participating in Cingile Qoboza, ThenibiMsawu and Vuyo Mduduma’s
music circles.

3.2.11 Learning Two Gospel Songs and Keyboard SlstiMasakhane Gospel Group

The last story is that of the Masakhd&pespel Group (and second Gospel music circle),
whose goal was learning two Gospel songs and legkeyboard skills. The research
leader was Thembisile Msawu, who enjoyed beingddPapa’ and had indicated so
from the days of the activating workshop in Cycléapa explained that the whole group
including himself were also choristers in the Mttathoir and they all enjoyed singing
choral and Gospel music. He had six circle learmenisiding a keyboard player:
Sikholiwe ‘Fish’ Mavuka, Bonile ‘Nobetha’ Sirhul&iyanda ‘Siya’ Magungu, Sibusiso
‘Sbu’” Somtsewu (keyboard player) and Siyanda ‘S®&kanda. This music circle was
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“unique by their liking for using nicknames to reldo one another” (Ngoma, pers. comm.
03 April).*®

| noted in my journal the light-hearted way in wihieapa imparted discipline and values
to the group members. As he was introducing thenmgwur visit to their cycle meeting

of 03 March, he asked each person to stand up eeciied their names, clan names and
nicknames. He asked the third person as he waslinting him, Kha ume kakuhle u-
Mama akubone, uyabona nawe Mama ngu Outigdan you stand up straight so that
Mamacan see you? You can s&&ama that Stix is a cool guy], a comment that made
everybody laugh because of its colloquial style gredsotsi taalhe was using in words

like ‘outie’ for ‘cool guy'. | enjoyed the free dbkeration and dialogue that ensued at such
moments, an example of “communicative action” (Halses 1996: 24).

Msawu explained their ambitious dual plan of leagniwo Gospel songs while he would
also learn the keyboard, a skill he would passootihé rest of the circle. But at the very
next meeting, 08 March, Msawu announced that heabaddoned the idea of playing the

keyboard and they would concentrate on singingdemgs:

Hayi, ndibone ukuba khe ndithi xha ngalento yokdéuikeyboard. Ezizinto wena
Mam, akukholula ukuzifunda umdala, ndibonile ukulyandisokolisa and
sizakulibaziseka.
[l realised that learning to play the keyboardakirng me too long and is a huge
struggle. You see Madam, learning of these things ald age is not easy, and if |
continue with it, it will delay the progress of tgeoup].
He advanced a number of reasons: it was goingktoadong time for him to learn and by
the time the cycle-end meeting came he would noeady; he found it difficult to learn
to play the keyboard when he did not have enougbrthof music background; he had
already embarked on learning another instrumeatreéborder, with Mpopo’s music
circle, so he found the attempt to learn a secowdppsemature; passing on the skill of
playing the keyboard might also not work out beeahis fellow researchers had no music
theory background either and would inevitably haweilar problems. Planning,

implementation, and reflection had all happenethiwitive days. | appreciated his desire

8 Lungamzi Ngoma is the only postgraduate studemnt jwimed the MPAR as a research coordinator
together with Sikhululekile Mafunda and Mkhanyigélhbingca. He left the project a the end of Cycte 2
take up a permanent teaching position in onea&tihools in Mthatha, He was replaced by the antyale
research coordinator Andiswa Mdokwe, from Cycle 8 end of the project.
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to venture into instrument playing, especiallytas tnusic circle had vast experience as
choristers in the Offenders’ Choirs. The musicleiroet again on the Sunday of the same
week, and produced a revised action plan:

08 April 2007

Introduction

The leader is Papa Msawu, the learners are Shy,SHya, Fish, and Nobetha. | am
putting the keyboard lessons aside and we aregfisig to learn the two songs. The first
song is Rejoice in the Lord by Papa Msawu.

Material - Keyboard, one page of the music.

The song is a short song with two verses thatepeated, in fact it is one verse with a
chorus. Only the one verse is original, the chausiown, a gospel chorus sung
kwezicawa zosindigoat charismatic churches].

Method -

1. Sbu is going to play the keyboard

2.The two Siyandas sing tenor and Fish and Nolstitgbass

3.Papa to be lead singer

4. Papa owns the song, so he first sing tenortyartimes, for verse one only
5.Tenors sing verse one with Papa

6.Papa sing line two and tenors sing with him after

7.All three sing tenor part verse one two times

8.Papa sing 2 lines for bass 2 times and bassgsviim him same line

9.All sing to lines of verse one

10.Whole choir sings verse one 2, 3 to five times

11.Then we do the same for chorus we sing onlyettinees, everybody knows this one
better.

12.We use one copy and asked Vuyo, the officemdke more copies for next day.

Rejoice in the Lord: Verse 1

He rejoice in the Lord your God
He is our strength x 2

Chorus: Verse 2

Holy spirit move me bow

And make my life whole again x 2.

The same day (08 April) as Sbu was about to stait song, | asked him how he
determined the key for each song. They all excldirfiehe key?” Yintoni i keyMam’u
Twani? [What is a key, Mrs Twani?]. It transpired tHayt had no knowledge of major
and minor tonality and the system of keys, but [Btened to a song and then improvised
and fitted in his accompaniment by ear. He couldread or write music. Msawu later
explained (pers.comm. 08 April):
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Sikhawuleze salazi eliculo wonke umntu ebelazisahkikana. Kufuneka ngoku
sililungise sinayo indawo yokuyiloza. Ndicinga ukutoSbu kufuneka aghele i
notes zakhe ze keyboard ukuze yonke into ibe feadgxt time.
[We were quick to learn the song and when we degdagverybody knew the
song. We have to work at our pitch stability beeaws tended to be off pitch. |
think Sbu also has to polish up his part for uséa@ompletely ready for the next
meeting.]
Their method involved the leader who sang the lepdielody and the rest of the
members fitted in the supporting harmonies, whiehneaxrefined by Msawu and anybody
else who was capable. He made a comment in hisgbtire same day that he composed
the song before going to bed after the cycle-enetimg of Cycle 1. The following week
(10 April) Msawu came to witness our meeting wihk Tuesday groups and manipulated
us into including his music circle in our visitg finat day, to which we agreed. He was

quite skilfull in convincing me:

Ma'Twani kaloku thina sidibana ngecawa and wena hbikho ngecawa ngoku

ndiyagonda ukuba uyakusibona kudala ngoku ungagnaaup. Kaloku yi-

research lena nathi siyafuna ukuginiseka ukubaaénato kakuhle.

[Mrs Twani, is it possible for you to listen to ognoup? Since we meet on

Sundays it might be a long time before you couldageidea of what we are doing

as a group since we meet on Sundays and you desnatly come on Sundays.

We want to ensure that we are doing research titeatavay.]
Whenever | visited the music circles | would giegular general commentary on progress
made, randomly on the whole: one session withgtosip, and the recorder, and juvenile
gospel circles, according to what needed attenktwst of the time the research
coordinators were capable of intervening with reggiskills. Thus | was able to support
the attempts of this Gospel music circle with prattdemonstration of breathing
exercises, diction and articulation of words, ir@on and accuracy of notes. There was a
hilarious moment when | again asked them the kdgepbice in the LordNobody knew,
but they knew the first note by the numbering @f kleys on the keyboard, so in this case
the key was ‘number five’. Taking a closer lookla the keybord they were using, |
discovered that the white notes were numberedatioa to what | worked out to be the
scale of C major, so the figure five as | discoderas inserted on the note G, the fifth
white note above C, as were the other numberséordspective white notes. | then
explained to them about the major and minor keyesysand made a note for Lungamzi

to take this further in their next meeting.

10¢



Having listened to the song fom Papa’s music cineke had a good session with them
reviewing what they had done and what more neeulbd tone. | liked Msawu’s attempt
at ‘composition’, which was in fact an arrangemefna stanza fronRejoice in the Lord
juxtaposed with the second stanza fridoly Spirit, move me naw hey were fascinated
by the fact that | was hands-on in assisting theth thieir research endeavours. In
learning the song, | noted that Papa first sangtimg to Sbu for him to fit in the
accompaniment, which he did quickly and withouficlifity. The second step was for the
singers to join in as he led the song and harmdritsair parts. It was clear that they had
yet to master the text and make copies availalblevferybody involved.

| made further contributions and then we parted tvappy note with provisofor the

circle members to continue working but at the séime thinking about another day in the
event that Sundays might not work well for Ngomlae hext entry in Papa’s journal
according to Lungamzi (pers. comm. 17 April) waswtldearning a second sorifjyou
think God is thergalong the same lines as the first. Lungamzi atded that they should
be ready for the cycle-end meeting. This was teejtaurnal entry about the Masakhane
group for this cycle, and | now discuss all theleis’ involvement in the cycle-end

meeting.

3.3 Cycle 2:Part 2: Cycle-end meeting

The cycle-end meeting of Cycle 2 took two formsl @resentation of reports by the
research leaders followed by practical demonstrataccording to a planned programme.
The cycle-end meeting was a key reflection stagaefesearch, where invited research
actors who all had expertise in one area or anatlserevaluated the reports and
performances (the fifth tier of the five-point ewation process mentioned earlier). These
people were music educators and research expensdiuside the Prison, who evaluated
along with the MMCC'’s Parole Directorate.

An unusual feature of this cycle-end meeting waisjiread over two days, 29 June and 03
July, and two different venues, MMCC and WSU. Th&s an impromptu decision made
for logistical reasons associated with the prissvirenment: because the Parole
Directorate was going to be involved, part of theetimg had to be held inside the prison
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in order to protect the Parole memb&r$his came about because area manager, Luvuyo
Gqili suggested it could be a good idea for thewitaess (rather than all the time rely on
reports) the musical involvement of offenders ifirat ever’ structured music
programme, the MPAR project, and see the levekdiopmance reached. Ngxishe liked
the idea, as it would generate rich evidence oenaférs involved in the NOCC in addition
to what he regarded as ‘problematic’ cases (Ngxigaes. comm. 22 June) - dubbed as
such “because of the limitations of the DCS desigeenplate” (Ibid). Plans to have the
cycle-end meeting outside prison were already atk@mwhen the issue of security of the
Parole Board members came up, so, Ngxishe anddeteto split the meeting to
accomodate them. This meeting differed from Cy&ecycle-end meeting on another
obvious count: the research leaders and musiesixére now ready to showcase their
practical skills and research progress.

3.3.1 First day of cycle-end meeting of Cycle 2: 2Rine 2007

This was not open to the public or even the ger@rabn community but only to DCS
officers, MPAR patrticipants, and Parole Board memab®ne of the three heads of prison
was present, the (female) director of the DCS Iedbilectorate, and four Parole Board
members, (the names of whom were not known evenyself, for security reasons). They
all acted as evaluators. The format was the sartteedsst cycle-end meeting with five
oral reports from the leaders of various musicleg@nd three performances, by the
isicathamiya, imfenand choir music circles (others were planned ferstacond meeting
at the WSU auditorium). It took place on 29 JunM&tCC Hall.

| told Luvuyo Ggqili, who had suggested we inviteith, that it was a good idea to invite
them because it was an opportunity for offendedetmonstrate to prison authorities the
lessons learnt from their endeavours (and becawséidated the MPAR). The
programme was directed by Mlungisi Ntlekeni .

The first report was presentated by Vuyolwethu Mdud of theMasifunde Sonkeusic

circle, who explained their achevements and chgéierand he gave his own impression of

9 Part of the DCS security system policy is that@ligh the Parole Board members include some members
from the community, they are not disclosed publayl can only perform their duties inside prison.
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their progress. They had gone even further thart ivaaeported in his journal entry: they
had learnt about the construction of some majdesand about simple time signatures as
well as transcribing the learnt tonic sol-fa natee staff notation. He explained how
prison chores such as working in the laundry, englounds and in the offices, interfered
with their meetings but that circle learners weunelky to find a solution to this problem by
adjusting their meeting times to start at 10 rathan nine. He also reflected on his
personal gains in finding an opportunity to make athis music degree: “l am glad |
joined this project because now | can put to pecadine things | learnt at 'varsity and my
degree is useful, | had forgotten some of the thimgt now, it is all coming back”. Finally
he indicated their plan to continue with experinmentvith music literacy in the third
cycle.

The second presentation was that oftasakhaneAdult Male Group and its leader
Msawu, which was a combination of verbal presemtadéind performance of the two
Gospel songs he had composed. His group now ingdaglear members from Mathida’s
disbanded group, so they were 10 in total includimgself. He dwelt on the significance
of names by revealing his second name as Samugh(\whhim signified an annointed
Biblical leader) and by referring to the circlereers by their favourite clan names and
nicknames. For example:

Ngu Stix lo, uJwarha apha ecaleni ucula i-tenoe Higu Nobetha apha ecaleni

kwakhe, igama lakhe ngu Bonile Sikhulu.

[This is Stixor Jwarha(a clan name), on the side, he sings tenor. Nelxinias

Nobethaanother clan name, whose nam8aile Sikhullt
As he introduced each member they each came Une tstéige to get ready for their
performance. He explained their next action plarCigcle 3 as continuing with learning
more Gospel songs, especially encouraging groupb@aenio compose more. Their intial
action plan was somewhat modificated because #eaeaflMsawu learning to play the
keyboard first and ‘cascading learning’ (see twggsabelow) to other group members
was abondoned, as indicated above. However, hiamegion of their action plan for
Cycle 3 was an important reflection regarding pesgrand further planning process based
on what was achieved. It demonstrated expansiess®ntial knowledge to incorporate
and acquire in their next action plan for furtheswgth and development in the the same
topic and genre, an important aspect of the PARatkbf action and reflection.
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Msawu explained their challenges including theietimg day, Sunday, which was a day
of Church services from various Church-based osgdiuns:

Eyona ngxaki sinayo lixesha lokudibana, phakatkkev kunzima ngenxa
yalomsebenzi wam wasezi ofisini nokujonga lamabaafikayo, kodwa ke
siyalifumana ithuba. Eyona mini yethu yiCawa, kodwanina zi- researchers
zangaphandle anikho, nale cawa iphazanyiswa yirkkonz
[Our main problem is time for our meetings, becaunyaesponsibilities and work
arrangements during the week take up most of g but we do meet
occassionally. Our chosen day according to the MBétiedule is Sunday, but
then the outdisde researchers do not come to ibenpon Sundays and also the
church services interfere with our meetings].
Also, because his job at DCS involved dispensinitptms for newly arrived offenders,
he would sometimes have to leave his music cinetedo this. Another problem shared
(as noted above) was his unreadiness to play Witeoked and his decision to put this on
hold. He reported on the plight of offenders trytnodoe musicians in an environment
where things would just be changed without nottfara disrupting their plans. He
mentioned incidents of offenders being called tadkeir cells after they had been
allowed to go out, with no explanation. One of tlahievements he mentioned was their
successful negotiation for meetings to continuténdining hall near their cells for better

time management. He concluded excitedly:

Mawethu zininzi izinto esizifundayo kule projecinge ziyazenzekela singakha
nge siziplane, nditsho ukuthetha ngendlela eyigasebenzisana,
ukunyamezelana, nokucengana xa silungisana, kaktimamelana.

[People, there are a lot of things that we haventaa this project even though
some of these had not been part of our plans,jtistyautomatically occur, such as
communication and interpersonal skills; respecefeh other’s views and
tolerance of each other’s mistakes; accommodaty ether’s likes and dislikes.]

At the point of their performance | noted that tls#i had to master the art of stage
management, especially that as a lead singer dedeo sing with his back to the
audience and this had a negative effect on thegtion of sound.

The third presentation came from Siphathiso Malihe®)eader of The Peacemakers’
isicathamiyamusic circle. He attributed the success of the gtottheir strictly

maintained discipline through adherence to the a@ddenduct and constitution they had
drawn up. They had agreed to have their researefimge on Wednesdays but continued
to meet every day of the week from Monday to Frittagractise their songs and steps, he
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said. He admitted to some of the failures of trmugreven though he did not quite
articulate it as such:

Sinayo ingxaki, ngoba nangoku besifanele ukutskeri&portukuba sizakwenza
ntoni sileligembu kulomjikelo ulandelayo, kodwaakéwazi ngoba asinanto
etafileni, sizakudlana indlebe neeeordinatorszethu zisicebise, siphelelwe
ngamacebo.

[We have a problem of not knowing how to proceed the next cycle as we are
supposed to indicate in this report what are out pkan of action is, we cannot
because we do not know what to do, we need to tiomgh the coordinators to
help us in this regard. We have run out of ideas.]

He attributed some of their success, on the othed hto their recruitment strategy of
ensuring replacement of old members with new do&sgd on their potential and interest,
so that they always had a pool of performers (aplpeare released at different times). In
learning their songs they used a ‘cascading’ methedaid, where only three members
would first learn the songs and steps and then & two or three other members.
They felt this method was effectve for increasingjit repertoire. Mabho also attributed
what he saw as their ‘huge’ repertoire to longargef existence, service and experience
in the NOCC for at least 10 years.

In light of the problems of this circle it was afideng moment for me: his ability to
produce and present a report, even with the hetmefof the research coordinators. He
explained later that he had to make an effort bee&endingafuni ukukuphoxa, mama

[l did not want to disappoint you, Mrs Twani] (pec®mm. 29 June). The circle then
performed two of their new songs to showcase tleeost The fourth report (verbal only,
without performances) was presented by Gobingca, exiplained the research
coordinators’ role in assisting research leadetbasof checking whether the groups were
functioning, ensuring that the circle learners wadtewed opportunity to discover things
for themselves, and assisting with practical dertratisn on how, for example, to play a
particular note on the recorder. Like the othew teports his report centred on the
practical challenges they had encountered, sugaiagig access to the prison, where they
had to deal with different responses (and feelifigsh the officers:

Amanye amapolisa usuke uxakwe ukuba wona athedniéegafani nooNgxishe
kodwa bonke bathetha ngokutshintsha izimilo zamalmgrusuke ubone nje ukuba
bayanihlukumeza.

[Sometimes | just wonder why the other officersaoelike Ngxishe and others,
yet they are supposed to work towards the rehatidit of offenders. Their
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behaviour, instead of making you want to chandeeta better person, makes you
more rebellious because you feel abused.]

Such challenges helped him acquire patience, todetacommunication, time
management and interpersonal skills, learn to watlk people of different age groups,
show respect, open-mindedness, and humilty. Ther gileat opportunity he explained
was acquisition of assessment skills and dealinly @notional imbalances among
offenders. Finally, but he said this outside thetimg, the best moment for him was this

realisation:

These are human beings who needed help. The wkippézience of working with
offenders and the prison has taught me a lot asdnispired me to see gaps in my
knowledge and the skills that | would like to hawenore for my future career. |
would like to do a postgraduate degree in ordéedaon more on research skills as
my own personal action plan and vision (pers, co2@njune).

A final mixed presentation was delivered by Cinglleboza of the Conquerors Double
Quartet music circle. (See Fig 9.) In his verbagentation, he started by drawing our
attention to the meaning of the revised name ‘Cenoys’:

lgama legembu lethu lichaza ukuba singabanqobi kwli#yonakalisa mhlophe

ukuba sineenjongo ngokuba lapha, siziva soyisibgisBe ngoba ngoku sizakuba
ngabantu abangcono abanolwazi kwezomculo, sifumgheba lokongeza

kulomnconwana besinawo

[The name of the group was purposely and appratyiahosen to indicate that we
are conquerors. It clearly indicates our reasomsbéing part of this project; we
feel we have conquered. We are winners becauseergoang to be better off than
before as we have an opportunity to improve andmadce to the little knowledge

we had about music.]
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Fig. 9 Conquerors’ leader Qoboza presents his repgrwhile the group waits to
perform their songs, music scores ready in their hads

In the same way that Papa introduced his groupp@sballed each member on stage for
the music presentation. He then explained that thetythree times a week (although only
one day had originally been suggested) with a w@excelling in what they were doing.
Their focus was on learning to sing tonic sol-fajak he felt they had achieved with two
hymns and later on with the music from the chdihgjr performance started with the
singing of the two songs first in tonic sol-fa ahdén with text, to demonstrate that they
had actually achieved singing from tonic sol-faresg Their challenges, he said, were
time and venue for their meetings, particularlytees resided in different sections of the
prison. Besides the music achievements, they gjsweal such life skills as accepting one
another as brothers, respect and love for one anoth

Other groups presented their reports on the sedapaf the cycle-end meeting where the
‘Conquerors’ performed for the second time. | weetgful and excited that all the
offenders attended the cycle-end meeting and sditiem ‘owned up’ to some of their
failures. For me this was a great sign of empowatraed development, albeit not of
music development as such. There was very litdgm@ss musically but there was growth
in other life skills and qualities. They learnt htavdeal with conflict, make decisions,
accept punishment and admit to failure, face adyensth a positive attitude, and
maintain a good self-esteem.
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The day was closed with a vote of thanks from tireddor of DCS Parole Directorate,
who expressed delight in the Board having beertedwvas it made a lot of difference in
providing visual and artistic insight of the maguwié of involvement of offenders in such
music acivitiesThis comment, to me, gave a thumbs up to the MPARe et for
documenting such an important portfolio of evidentige first proof of my hypothesis
that the project could help with rehabilitation. \A@journed on this note for further
preparations for the second cycle-end meeting.

3.3.2 Second day of cycle-end meeting

This part of the cycle-end meeting was a conceitttbok place on 03 July at Walter
Sisulu University. The programme featured perforoegnwvith a few oral presentations
from those who did not present in the previousiesas3here were also guest performers
from James Kobi Junior Secondary School. The abeoenmenced with Thuthukani
Mampondo, led by Mirror Madikizela. In his repos first commented on his guitar-
playing stint, to the laughter of everyone in tladl,hwhere he indicated his resolution to
focus on the newly formed youth group which hd sélled Thuthukani Mampondo:

Ngoku isiginkci nidsasibeke ecaleni, ndizobuya ng&sifuneke ndijonge
ababafana kodwa beze kakuhle andinaxhala. Oko &klivdio esinokuyibonisa
ngalomhla we cycle-end, sobe sikhona phaya eUtivgsngoko ebesitsho
uLungamzi.

[I have now laid guitar playing aside, | will defily come back to it. Now | have
to focus my attention on the juvenile group | hateated. But! | have no fears,
they are doing well. There is definitely somethihgt we will be able to
demonstrate at the cycle-end meeting and we lookai@ to performing at the
University as Lungamzi has already indicated.]

In his jocular manner Madikizela continued by ininging his circle learners and told how

they learnt the songs and the dance steps. Hemefbthe university community (the

underlined word was his emphasis):

Nokuba nise yunivesithi, nithi nifundile, ndizakwomisa ke ukuba ndifunde
ngaphezu kwenu, ndizakunibonisa, gxebe ndizakuhsamfene.

[Even though you are educated people in a uniyetisitm more educated than
you are because, you cannot do what | have congetbelo and | am going to
show you, in fact teach you how to perfoimfene}
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In a spirited presentation he told of his expergsnand thoughts and a brief background to
his musical interests. His report included exampfese attitude problems he experienced
with adult learners in the first music circle hiedrto set up:

Ababantu badala bayahlupha balibele kukundibiza ganaa futhi leyonto

ayindenzi lutho, ndifuna ikufunda mna gha

[These adult people are troublesome, they call ameas and that does not bother

me, all | want is to learn, that is all.]
This resulted in his current music circle, a grofipuveniles. He explained what they
particularly enjoyed as a group: the freedom taespthemselves and learn in the manner
that was satisfctory to them. He further explaihedjoy at the opportunity of learning to
play the guitar and owning one. As he putithtikho buka mama uTwani was like oxygen
kunt [the presence of Mrs Twani was like oxygen to nt&jthusiastically and confidently
they also peformed two songs, like people who tkmigw the genre. All the other music
circles that had already performed in the previopde-end meeting (29 June) showcased
their music again. One research coordinator, Sikbkile Mafunda, reported on how the
project had created opportunities for him to lgalmotographic and DVD-recording skills.
In the process, as he explained, he also acquieetkatary DVD and DVD-production
skills. The performance by The Peacemakers wasllbyeghe audience. For me, there
was nothing new in their performance, but the téxtheir songs moved the audience in a
special way, judging by the vocables and ululatidras emerged.

The occasion was graced by a special performan®®dgen in Jazz from Walter Sisulu
University, after which came the music circle ofjandeni Cultural Group led by
Ndoyisile Dubula, who took the stage running andating. His presentation highlighted
the competitions and number of places they hadpedd at, of what he called
“lomxhentso ujongelwe phantsi ngabantu baK[iths dance that our people look down
upon]. His final point wasridifuna ukunibonisa ke into endidume nggyavant to show
you what | am famous for]. The penaltimum presemtatvas that of the Conquerors,
shown in Fig. 10. The way they are pictured sindmg music scores pleases me,
because members of this is the group are somesé tthoristers | first met in 1998
singing with scores held upside down. Within a@eof five months from February to

June, they had made these remarkable achievements.
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Fig. 10 The Conquerors singing from tonic sol-fa agh staff notation scores

The final presentation was that of the choral maside. The leader explained that some
8 members were on punishment and could not beop#re concert. Kholisa Mlandu, the
research leader, reported on the historical backgt@f the choir first and continued by
explaining the conducting skills that the choristead learnt (while Mlandu had been ill
for six weeks)Vumile Tshayimpi asked the choir to demonstratetinay had learnt and
started with himself conducting the first songldaled by Qoboza conducting and lastly
Msawu, who was dubbed by the evaluators the ‘caiodwd the day’. Their folk songs
attracted ululations and joyful noises from theiande largely made up of university
students. The final item of a hymn composed andlected by Kholisa Mlandu brought
the concert to a calm and dignified close, witimalfvote of thanks from my colleague,
Leeto Ramothea.

Reflecting on the work that was covered in thisleytrealised at this point the intensity
of carrying out a participatory action researchigrbboth theoretically and practically in

a prison environment. The data collection procesgarticular was the most challenging
as there was a lot happening at different venuest) avas glad | had decided to use DVD
footage as well as fieldnotes and journal entiesthermore, the cycle-end meetings
reminded me that a great number of people (aboutvée now involved, all of whom
were at different levels in terms of skills, knodde, and workplace experience, reflecting
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a multiplicity of modalities of daily reality. Opating in such a situation was both
rewarding and discouraging at times, but nonetbelesults were emerging. In the next
section | attempt to sketch the successes andillness of the project so far, starting with
remarks from the evaluators.

3.3.3 Evaluation of the music circles and commentsy invited participants

The evaluation of progress from both verbal prest@ris and performances was done by
seven people: a Music Subject Advisor for DE, tl@MHof Music at WSU and a lecturer
in Theory of Music, a District Manager from DSRA&ademics in Educational
Management and Educational Psychology, and the§sof and Dean of Research at
WSU. The complexity of the evaluation process ertexhtom the different levels at
which the participants were assessed on their gnadpmplementation of the PAR
method, and from the nature of the environmentthagarticipants. The latter was an
important consideration in terms of the “contex@aficity of PAR” (Macguire 1987: 34)
and the kind of knowledge creation happening. Assirgy notions of researchers avoiding
bias in PAR, Herr and Anderson (2005: 60) talk alamproaching validity through

‘critical subjectivity’, which | find useful. Objdivity is almost impossible: one is heavily
involved; but one is also a facilitator in a pracesmed to make people critically aware of
themselves. In this sense all participants inclgdire research facilitator who produces a
doctoral thesis (lbid), are constantly evaluateweaiuating their implementation and
grasp of the PAR method at each phase or cycleappyoach to evaluation was informed
by the five-point model used by Goodall (1997-2080) Kemmis and McTaggart
(1992).

Evaluation is already part of the PAR process, seed to distinguish here between
evaluation within the process and evaluation ofgtueess. Within the cyclic pattern of
PAR (planning, implementation, observation andectfon, replanning) there are five
levels of evaluation: self-evaluation where reskeactors engage themselves in their
music circles; peer evaluation where a group or bemfrom other groups give feedback

to another group; evaluation by an immediate superyin this case the research



coordinators, of the research leaders and cirelen&s and of other aspects of the project
such as administrative and organisational; evaludiy the facilitator (myself) of the
meetings, journal entries, reports in preparatoegtimgs with coordinators for the cycle-
end meetings. The fifth and final level in my caseught in people who were research
and music experts to evaluate the progress ofggaatits. It was only in the last cycle-end
meeting that my own role was remarked upon by exats, apart from verbal asides
about the importance of the work.

The evaluations were written, and naturally forrpad of the reflection stage of the PAR
method. | designed an evaluation grid (see Appebilof which the subheadings | had
provided for the journal template formed the batie 11 groups were evaluated in five
areas: stage presence; costume; presentation(skalaly looking at verbal

presentations); artistic impression; and overaflact The focus of evaluators was more
on the performances with little comment on verlyakpntations, which was satisfying to
me. The evaluation grid allowed for little commeatsverbal presentations since my
intention was to draw on the research journalslfda analysis and intepretation as well as
their mastering of reporting skills in the use aidijnals.

The evaluations helped the research actors to fibeirsattention on making progress and
strengthening their music and research skills. Thedged the individual music circles
have an idea of how other people viewed their warki helped me intepret data and map
a way forward for creating new knowledge about musiSouth African prisons. The
comments can be summarised as foll3%s:

1. The Peacemakers were unanimously rated as excillattareas. They were called a
lively, energetic or ‘very good’ group that waslyuprepared for performance with
excellent skills in teamwork as evidenced by trepldiy of rapport with the lead singer.
“They displayed 100% stage readiness and knowletlee genre, particularly the leader
who also demonstrated passion and enthusiasm”g$daif of Music). The emphasis here
was on performance, which recalls Nicky’s (20043exvation of how a performance-

0 The comments do not necessarily follow the gridetail but rather give an overall picture of hcacke
group was seen.
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based medium can successfully develop a varidijedakills and how within this method
emphasis on the setting of objectives rather tharptoduction of ‘professional
musicians’ can unleash more potential in each iddad, build personal esteem, and
cultivate a desire for new educational activities.

2. Thuthukani Mampondo received a variety of ragifrgm ‘needing attention and
improvement’ in their artistic impact to their enaotal connection with the songs and the
uniformity of movement to the song. On stage presethey were seen as being full of
confidence and passion for what they were doin @xcellent stage projection, and
therefore readiness for the performance. They wenemended on their good technique,
creativity in attire, appropriateness of movememd choice of songs and ability “to bring
out the mood and paint the necessary atmosphetkisagenre” (Nolwazi Ndamase,
Lecturer in Theory of Music)n the same sense that the “ragtag choir” (Kaldgerk997)
of Dryburgh in the Indonesian prison camp was apated for its creativity - called as
such because they were dressed in tattered renuofastists and dresses - so also, in this
research, the tattered skirts made by circle learinem this music circle were woven
from plastic carriers bags and they received paercaccolades: “the attire was
phenomenal, just appropriate with a sense of eigdt(Myameka Macingwane, DE
Senior Education Specialist in Music). They displdyan excellent sense of enjoyment in
what they were doing coupled with a good team tsfihie leader was singled out as an
“excellent entertainer” (Research expert 1). Hexsearch actors emerged as “dandies”
(Hattingh 1994), free thinkers with a new identiyyconscientised knowledge producers,

with ideas on attire designed from locally avaiéabiaterials.

3. Nyandeni Cultural Group were the darlings of thaleators and the audience,
especially the leader, Ndoyisile Dubula, who wag&al by Research Expert igjHaji”

(one who is fearless, bold, spontaneous, energé&tiely were refered to in words such as
excellent, dynamic, exciting, entertaining and &ifdrwith a lot of vigour: “they are ready
for international performance” (Research Expert_a}er, after the MPAR, the research
leader Ndoyisile indeed became an internationdbpmer as he travelled to perform in
Kenya, Zambia and recently, China. Artisiticallgyhwere commended for their stage
readiness and love for the genre, and there wane good comments on drumming and
clapping “It was a fantastic performance of a Hgrel” (DE Senior Education Specialist
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in Music). “I enjoyed the performance, the danaidstoo” (Professor and Dean of
Research).

4. The Conquerors’s leader Cingile Qoboza wasedftr as a good and conscienscious
leader. Again, the evaluators were unanimously @sged by the manner in which the
group held the music scores they were reading fparticularly that they first sang in
tonic sol-fa notation and continued with singing taxt. This was hailed as the highest
display and achievement of knowledge gained indhede by the circle learners,
especially that they sang correct pitches, evidentechnical mastery of musical
nuances. They were advised to improve on stagemresand manners, and “undo the
unnatural vibrato in your singing” (Theory of Mudiecturer).

5. The Juvenile Gospel Choir led by Vusumzi Majantswhe only one that received
negative comments, which was a reflection on tst@ite of unreadiness. The leader was
advised to speak louder, face the audience andatiksad to his costume, which was seen
as clumsy. Their stage presence was faulty asdftey gave their backs to the audience
with the leader facing sideways (with resultanslogsound). They were seen to need
improvement on clarity of diction and their choresqghy was not too well coordinated,
although they understood the genre and chose sbag&leverly) signalled a ‘state of
repentance’. This in a way may have been the opeiitant clue to their existence in the
project: selecting songs that indicated an atteahphowing elements of rehabilitated
criminals remorseful for the crimes committed.

6. The Adult Male Grougonducted by Papa Msawu, one of the assistant ctorguwof

the choir music circle, became the show-stoppdr ustrepertoire of composed pieces
andizitibili (action songs), which were immaculately choreokeap Papa was
commended for his conducting skills and managemkthite choir, whose standard was
seen to be representative of provincial and naticmampions in this genre, from the
previous NOCC since 1998. This signaled one ofathgs in which music directly
produces other non musical achievements. The ataligas also raised to their feet with
much ululation, praise and a standing ovation. tIlWMes Mlandu [the research leader]
produced three conductors was a statement on itsobihe good work that has been
done” (Research Expert 1). The process and (d@bdearning method allowed for a
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multiplier effect through the production of shatedderhsip and other life skills that were
was fast paced and escalated from one to thredelesar

3. 4 Concluding thoughts

This conclusion is a summary of emerging themesbooed with my own observations
about the participants’ involvement in the reseaildie evaluators’ comments discussed
above are perhaps overly positive - in a spirieméouragement - but they reveal the way
participants were using the MPAR, conscious ofrtimaprisonment and the crimes they
committed and therefore, using the project to mtojeemselves differently. In my view
the acquisition of musical or life skills, as fas the participants were concerned, was
secondary to the need to be seen as being reb#dalliand thus eligible for early release.

In generating themes that | conclude this sectigh,w draw ideas from Saldafia (2009)
on coding of data in order to generate the thermesrgrily discussed below, which |
further discuss in Chapter 6. Saldafia emphasigeaghlication of coding to qualitative
data from a multiplicity of textual sources such la®ks, essays, interviews, photos,
speeches, and informal conversation. | then usegpproach in which | adapted thematic
content analysis (TCA), in order to deal with theoaint of words generated by

participants.

As | reviewed my data so far - evaluation commebi¢D footage, my own notes on
every meeting, the journals of research leaderscaddinators - | noted what words,
patterns, trends and issues came up most oftenpridlyessing of the data commenced
with manual coding using highlighters and pen omdheopies of data entered and
formatted with basic word - processing software,iciwhl then transferred onto an
electronic file. To manage the data | had to carsgously do this with small amounts of
data at a time at the end of each fortnight. Thecgss became more subtle and tacit
including translation and selection of participantsurnal entries, highlighting with
different colours each time certain words and synmappeared, how often phrases or
words associated with another word, were repedted.yielded the themes below.
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What came up most often were phrases such as “et@rgans”, “we can do it”, “learn”,
“how we do it as a group”, “our decision”, “agreedhow the prison operates” and
“things are not easy in prison”. | refined thid i&s | went along and gradually a few key
themes emerged, whose significance | drew fromnimaber of times they emerged,
occasionally revisiting the literature. |1 have censed the emergent themes into the
following nine broad categories, which | revisit @hapter 6: ways of learning; use of
journals; modification of action plans; musical gress; gaps in education; behaviour and
discipline; the nature of prisons; life skills; apdor knowledge. Conclusions drawn from
these themes are largely presented as my anajeéction of data, thus:

1. Ways of learningWhatever method of learning was used, cascatiagning through
role play and demonstrations, imitation or rotanaay, mostly it was offenders teaching
each other, and although learning took place omdividual basis what was learnt was
expressd in groups. Sometimes people learnt thrtlughcascading’ method, sometimes
from me or other research leaders, sometimes fratennal supplied on a needs basis. In
the choir, imitating the conductor was no longes ttorm: higher cognitive and literacy
skills began to be practised and new techniqueb asscconducting developed. It was
significantly self-directed and learner-centredhwgtroups requiring material resources to
match the developing needs and support and comptdhnr learning endeavours.

2. Use of journalsThe use of journals by offender participants wesblematic from the
onset. The lack of a sense of realism among thepants about what was to be recorded
and the importance of reflexivity in the journaler& of the main until | developed the
template (Appendix 4). This avoidance of realismsqmba threat to the use of the journals
for self-reflexivity on a variety of levels and ase but with more practice and
encouragement, they became more confident and there inprovements. Offenders
said things like “I cannot write well in EnglishSome commented “my writing is not so
good”, others came with lame excuses of “I havebsa&n allowed to use my book by the
officer, they say we use the books for smoking” ancdn. These were some of the main
issues with them, clearly giving lame excuses toicawsubmission of the journals for
review, because with further probing they faileghtovide evidence of their claims.
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3. Changes in plans of actioithe resetting of goals became a general practidenss
typically one of the essentials and expectation®AR - reflection and re-planning.
Reasons varied from, “we want to try something "els@ve cannot continue until
everybody knows it”, some commented; “learning astrument is too difficult, so we
changed the plan”; others noted, “the officerscutk us”. Some mentioned difficulties in
meeting as a group and so continued with previook wAnother theme expressed was
“we lack resources to go on, we need uniform”.idHi the action plans were hardly
recognisable as most circles misconstrued thisaingnd important research step as
referring to behavioural and disciplinary issuessthincluding things like “our vision”,
“the constitution of ... is ...” and at times, “cagenda” and “code of conduct”.

4. Musical progresstt depended on the topics, which ranged from bold ambitious to
cautious. For some, improvement of existing skiliss seen as a priority, because four of
the 11 music circles included members already weain music activities. They began to
provide solutions for themselves in a focused arstesnatic manner which they were not
attuned to in the past. The Gospel groups needmdegitary composition and literary
skills and developed them. Thsicathamiyagroup decided to continue with the same
songs but improvise new dance steps and sequeasesiell as ensuring that other
members tried their hand at improvising new stdpge Adult Gospel group decided to
embark on elementary composition of their own somigieh, given the amount of musical
knowledge and their understanding of compositios swccessful.

5. Gaps ineducation Overarching problems around language and granmmeerbatim
reports and journal entries abound as evidencesklegted journal entries here. For some
reason all were bent on expressing themselves glidbn despite the flaws and consensus
on the use of any of the official languages. Thisulght about a constant tension in the
project, of associating all learning with formahsoling, albeit in prison, for example,
their requests for uniform, books, and questiomsirad examinations. With the majority
of participants having left school at primary levdliteracy was a major contributor in
stifing attempts, as indicated in the action plang questions and revelations during the
activating workshop in Cycle 1. The age factor @s® a point to consider in the learning
of music instruments as in the case of Msawu andilfizela, who were adult learners

compared to the younger Nomesi, whose term to ldaenkeyboard skills was much
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shorter. Further, such gaps resulted in consté@trads, articulation and reinforcing of the
research strategy as a means to recovery from péaost schooling. Consequently, the
association of the research process to schoolingl@arning and regarding the whole
research project as taking them through lost yefsshooling, was a constant reiteration.
Also, the understanding of learning or educatioragshenomenon that could only take
place in school continued to prevail. | furtheradiss these nuances in Chapter 6.

6. Prior knowledgeThis is knowledge acquired prior to incarceratsord the MPAR in
respect to some choir members and traditional mgsioes, and relates to for instance
Mthida’s desire to learn opera, the choir membigrdication to learn staff and tonic solfa
notation, and the desire to sing in Italian andn@ser to enhance their operatic and singing
skills. Some of the successes gained by such nuigies were partly a result of the
leaders who were involved in such genres befosoprand thus knew about the historical
background and cultural significance of these, Whi@s perhaps self-motivating. Prior
learning coupled with lifelong learning were int&ieg and important aspects in the PAR
model which | come back to later on in the thesstleey impact on how power and
knowledge relations contribute to knowledge craaiiothis kind of research model.

7. Behaviour and disciplinélhese were trouble spots in the project thatdmed musical
progress and attempts at rehabilitation in a serigay as the events in the music circles
unfolded. A number of juvenile participants, esp#gj were constantly punished and
were at times barred from participation and we toadxperiment with solutions which |
discuss further in the sixth chapter.

8. The nature of prison®roblems emanating from tipeison environment were strong in
all the cycles, especially the bureaucratic andtteral attitude of officers. Even research
leaders who were employees commented on the nafuree environment, the officers’

attitudes and their impact on the treatment of rafés, while the latter were trying to
change their lives. There were constant commenthefinstability of prison regulations”

which challenged them to “self-police than dealhwitnknown consequences”. Others
lamented, UMama akazazi izinto zasejelgMother, referring to me, does not know how

things operate in prison]. With the organising leé tusic circles, a lot of emphasis was
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on regulatory processes for running the music esckuch as disciplinary codes and
punishment of non-conformists and these strongdigwdated their being accustomed to

the prison system.

9. Life skills: Positive results yielded through the MPAR projettthis regard were
adjunct and did not occur overnight. Progress fim $kills, cultural aspects and human
relations was quite rapid with research leadersingawshown maturity regarding
leadership, accepting their mistakes and failures @vning up to these. This was a first
step to a rehabilitated and free thinking citizehowis responsible and conscious of
meaningful contribution to society. Their consciesnavere raised ttevels of not only
participating in the project but also finding wawgsfurther improve on the skills acquired
even outside prison.

Suffice it to say that the impact of the MPAR paijevas felt inside and even outside
prison, and it managed to raise the consciousrfes§iavolved, including bystanders. Its
successes and failures gave life to the MPAR pma@ss| show in Chapter 6.
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CHAPTER 4: THIRD CYCLE: CONTINUING WITH RESEARCH TO PICS AND
IMPROMPTU CYCLE-END MEETING

4. 1. Introduction

As soon as the cycle-end meeting of Cycle 2 firdsbe 03 July 2007, Cycle 3 started,
creating an overlap. Goodall (Phase 2 1997: 14laegpthat this overlap between cycles
is caused by the fact that the cycle-end meetimgngothe fifth level in the 5-point
evaluation plan, is where invited participants tigio their comments collaborate with the
researcher to either confirm the progression odassh groups (music circles in the case
of my research) into new research topics or coation with the previous ones for
improvements through their comments. This was tibention even with the MPAR and
makes the cycle-end meetings vital. The largelyitpes remarks from the invited
participants at the end of Cycle 2 did not, howgewetistically evaluate the work of the
MPAR, including my presented reports. (To this dayave only received verbal
comments with regard to the ‘good work’ that thejgct was doing.) Each music circle
did not have much feedback to take forward intol€&; other than their own sense of
progress and the continued guidance and suppbntbfthe research coordinators and the
facilitator (myself).

Throughout Cycles 1 and 2 the other four pointthefevaluation plan (self-evaluation by
the group, peer evaluation - other groups evalgaime another, research coordinator
evaluation, and facilitator evaluation) were enneakim the regular activities and circle
visits by the research coordinators and leaders.@the disadvantages of working in the
prison environment was its extremely time-consuntingllenges on the ground - dealing
with illiterate and semi-literate research parigifs for example, or being caught between
various panoptic prison operations, sudden chamgeslack of communication. These all
contributed to my failure (as | perceive it) totgyeatically and continuously document
the weekly and fortnightly evaluations. Much of tiree my mode was as much reactive
as proactive, and my focus would always immediagelypn ensuring the exisitence and
smooth completion of the project.
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Gaps in evaluation were perhaps also due to tinetiiat the research took, with a strong
pull towards a performance-based model - the enipbasthe spectacular, the desire to be
seen that comes with hierarchising of particip@®isvage, 2003), the institutionalisation
of power where the knowledgable and educated azquiertian status that differentiates
them from others. Offenders wanted to present aoggt themselves as performing
offenders with new goals, so as to be differentftbe ordinary offender. Thus for a
while we lost the emphasis on the five-point plaaleation of PAR although | continued
to do my own evaluation of the reports in preparafor the final report and this thesis.
Ngxishe’s continued absence also impacted neggtorekevaluation: | did not realise until
the end of July for example that Mduduma had bedeployed to the East London
prison, together with the circle learners of theithand Double Quartet music cycles,
although members of the Recorder and the Doublet€ualso dually enagaged in the
Choir music circle, were able to continue with treativities while in East London.
Mduduma managed to get them together in one aetidotinuation with the MPAR
objectives. Then, just before the third cycle-erekting was due to start, Mduduma left
the DCS - and the project - to take up a teachpppimtment in a school in Idutywa.

Furthermore, even the cycle-end meeting of Cyciga8 affected by external pressures
and | talk about this in Part 2 of this chapter.wfigh previous chapters, this one is divided
into two parts, the first comprising discussionnofisic circle meetings and the second
presenting the way research actors formally talabdut their work in the cycle-end
meeting.

4.2 Cycle 3: Part 1

This cycle went from 03 July to 29 September 2807was the first one really built on
‘research’ generated from the previous cycle. yeic plan of PAR was, therefore, of
essence in this cycle. As Goodall points out, #tades of working” (Ibid: 15) are set up
so that research actors reflect on their actiortie@rmusic circles and decide (in her case
on not more than two points) what they could expent with in improving the learning

situation for them and their circle learners. They then guided by research coordinators

*1 Unless otherwise indicated, all dates in the aagte in 2007.
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and facilitator to develop the topics themselves decide how they are going to tackle
their two points. After this they plan (in Goodaltase) classroom activities and
implement these, once they are clear about wha tdVhile these plans are carried out a
record of events, problems, opinions and resudts fiearning activities (reflection and
evaluation) are what is kept in the journals arespnted as oral and practical reports at
the cycle-end meetings. Goodall refers to this @ss@s “an experiment in teaching”
(Ibid) or “experimental try-outs” according to Larents (1988: 88). These are significant
moments in PAR, and | felt that with Cycle 3 we aénally getting the sequence of these
moments right.

4.2.1 Growth and development in Cycle 3

Cycle 3 built on the momentum of Cycles 1 and #raig continuity, growth and change
in topics and in the number of circles and learnéfe had agreed at the activating
workshop in Cycle 1 that new participants coula jihie PAR project at the beginning of
January or July, an idea that | gleaned from Gdsdabrk, and indeed the number of
research actors grew from 97 in the second cycléfo(excluding me, Mlandu, Ngxishe
and the three research coordinators). The numbaradés was the same (11) but there
were three new genres: hip-hiopaito, visual arts and spiritual dance (see Fig. 11wglo
and some of the old music circles assumed new ndrtedk more below about the
reasons for these developments.

Fig. 11 Music circles and their topics (Cycle 3)

Name of the Circle Focus / Genrt Research Lader | No. of
Circle
Learners
Thuthukani Mamponc Uhubhe / Imfer M. Madikizele 8
The Choi Choral musi T. Papa Msawu . | 30
V. Tshayimpi
The Conqueror Double Quarte C. Qoboz 9
The Peacemake Isicathamiy: S. Mabhu 10
The Recorde Learning to pla the recorde | M. Mpopc 6
The juvenile Gospel ai | Gospel singing and learnir | V. Majanti 7
Keyboard to play the keyboard
Indlame yase Nyandi Indlame Mawawe 33
Nyandeni yakuMdeph. | Indlame N. Dubule 32
The Spiritual Danc Dance N. Nomes 6
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The Hig-Hop Kwaita Hip-hop kwaitc S. Mshiyw:

NP>

The Visual Ar Painting and desi¢ S. Maqung

It was also possible for participants to move uprdnks, because of the research skills
and knowledge they had gained, to facilitating el&yr coordinating one. Unlike most
other PAR projects, some of these developmentdne mere initially circumstantial. One
music circle had three research leaders and hadn@sactors participating in leadership
roles in more than one music circle. This had aszlubefore but mainly with the choir
music circle, but it became a trend in Cycle 3. sTphienomenon of on-going change
relates to what Macintyre (2008: 49) calls the egtspecificity of PAR, where
“activities, methods, participants’ roles, objeesvand collection techniques are
determined by the context in which the project sakace”. Participants draw on a variety
of strategies and methods suitable, adaptable dndtable to their situation to construct
knowledge, thus making PAR a dynamic process.

The dual roles played by the two research leadasshvecame both research leaders and
local coordinators, ‘Papa’ Msawu and Mosa Mophe,acase in point. Mpopo was a
female DCS intern under the tutelage of the loocakdinator, Makroza Alfred Ngxishe,
and in his absence she would be left to handléentkenal affairs of the MPAR. Msawu on
the other hand was an elderly offender charged thitask of cleaning DCS
administration offices and was in an advantage@s#ipn to assume activities as local
coordinator, especially during weekends and othétip holidays when the other local
coordinator was off duty. Because one of the mggals of AR is to “generate local
knowledge that is fed back into the setting” (Hamd Anderson 2005: xv), the dual roles
played by the two research leadeusnlocal coordinators are significant growth aspects.

| had expected growth and development but | didoaoik on losing one of my research
coordinators, Lungamzi Ngoma, at this stage oftiogect. He got employed as a full-
time teacher in one of the schools in Mthatha, lpegore the cycle began. The plan of
having three research coordinators for Cycle 2 twansure equitable distribution of the
workload, but we had to begin Cycle 3 with a heawierkload and only two research
coordinators. It was only in the last month of ttysle that | was able to find a
replacement for Ngoma, namely, Andiswa Mdokwe,adhe and only female research
coordinator, who worked with the Spiritual Dancesnaicircle together with Gobingca.
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The other two research coordinators managed fosiawircles each: Gobingca was in
charge of the Spiritual Dance, Double Quartet, R and Juvenile Gospel and
Keyboard music circles; Mafunda worked with the €himdlame, Imfenand
Isicathamiyacircles; Mlandu came back in the last month towahescycle-end meeting;
she played the self-appointed role of facilitatbthe cycle-end meeting and research
coordinator of the visual art group; whNyandeni yakuMdephand Hip-HopKwaito
were kept afloat with coordination shared betwegseti, Gobingca and Mafunda.

Compared to the previous chapter, there are fae mxcerpts from DVD footage which

are going to stand in for other forms of evidermethis cycle. This is a result of the
groups such asdlameandimfenewhose members and research leaders were largely
illiterate and also groups suchlagathamiyaSpiritual Dance, Recorder, and Juvenile
Gospel and Keyboard; they all made limited uséhefjburnals. Further, there were
inconsistencies in the use of journals; Hip-Hkygaito is a case in point: the research
leader’s journal appeared with only the words efsbngs he had composed for the group.
He had hardly used it to reflect on anything peiteg to the events, challenges,

achievements, plans, and so on of the music circle.

4.3 Activities of the music circles

In this section | focus attention on progress ma&lendicated in the journals. In some
ways use of journals was problematic. The oldezaesh leaders and circle learners were
gaining momentum in understanding them, but nonhgwecomers. Meanwhile, | was
inundated by phone calls from officers outsideghmgect with requests to come in and
assist or clarify issues even outside the nornadlged upon circle (classroom) visits. |
now proceed to discuss the attempts of the indalidwsic circles in researching their
topics and in building up efforts towards the cyetal meeting.

4.3.1Thuthukani Mampondo - UHubhe Music Circle

This music circle continued to be led by MchayisMaror’ Madikizela with the same
circle learners as Cycle 2. Their topic and acfilam shifted focus to develop new dance
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skills by learning new sequences and styles, asutated by the leader in his journal entry
of 04 July:

Asikajiki kulanto besisoloko siyenza kodwa ngokalsifunda izitayile ezitsha,

kufuneka ababafana bafunde ukutala ndifuna nokutsa@iumntu eze nesitayile

sakhe. Uzakubakho umahluko wena Mama uzakubona.

[We have not changed our topic but we are now gtorrgsearch new dance styles

to incorporate, | want these dancers to learn fubo®vementsl| also want to

encourage them to create their own styles.]
This suggested a positive leap forwards and thisicraircle continued to be as diligent as
they were before. They were determined to makeongmnents to an extent that they
acquired a spacious venue in the hall in the jugesgction of the prison and also at times
held their meetings in the open. Their researcleiggad a lot of dialogue between the
leader and the research actors with regard tesstytthoices and performance. An elderly
man known by his clan name, Msimango, who becatipason regulations was selected
by the prison authorities to oversee and moniteraittivities of the group since
Madikizela himself was an adult offender workinglwjuveniles, was knowledgeable
about the genre, volunteered information, and ocotisly supported their efforts by
consistently highlighting the differences betwemindlameof the various ethnic groups

of the Ngunis such as Bhacas and Zulus.

Madikizela’s journal entry of 11 July, a week latglnowed an increase in the number of
days in which they met and discussed their workhA&tsame time his journal entry was
laden with the same challenges they had experidpefede: ‘Ngenye imini siyavulelwa
ngenye singavulelwa]Sometimes we are allowed to go out of the cetimyetimes it is
the opposite]. He indicated the negative impact tlsid on his leadership because he
sounded like a leader who did not keep his promi&stesome point the numbers of circle
learners in his group had dropped down from 280tbdcause people were discouraged
and wary of being disappointed and harassed. Hawthefollowing day, 12 July, he
managed to meet with his group and encouraged teptaining the problems he was
experiencing with venues and meeting times. Hisnalreport of the same day indicated
the success they had and the determination to oatrgheir action plan as indicated
earlier:

Izinto eziyimpumelelo esizifundileyo, sifunde irafeandlame, ukudlala
ngokuzimisela kuba senza into esiyithandayo, sisenb sikwafunda ezinye
isteps ezahlukeneyo ezimnandi futhi ngoba besizitiha
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[However, we had successes in so far as our apteonwas concerned. We
continued to perfeathubhe/imfenand we learnindlame.We further learnt new
dance steps famfene different ones from the previous ones, which weating
and there was more enjoyment and fun in doing these
Even though the logic and arrangement of ideassoagewhat haphazard here, the journal
addressed salient points about the acquisitioreaf knowledge. There was also an
obvious growth in reflexivity; it seemed Madikizeleas becoming more conversant with

the capturing key points, an essential elemertt@ptrocess.

According to Gobingca (pers. comm.15 July) whatlepad their resolve to leaindlame
was “the release of Dubula from prison, so theyeweorried that nobody seemed to be
performingindlamefor the MPAR project and they felt that it shoudshmain part of the
activities”. This rich source of knowledge and ursi@nding about traditional music
genres among these participants was striking andmalysis is that it helped them
concretise aspects of their research activitiestakel control of the knowledge that they
produced through critical dialogue. As matters w#re crucial thing for Madikizela was
to ensure that members continued to meet and ishedrenever they got the opportunity.
| translate parts of his conversation with the aesle coordinator from the DVD:

| had told you, Gobingca, that things are not eagiis prison. Now that Mr
Ngxishe is not here they are doing everything airthower to frustrate us and yet
when we were praised at the university they alseived recognition as people
who are in charge of us, but now they have forgadgteout that. Things are
difficult in this prison. When we get the opportiynive are going to work hard
because we know what we want to achieve. Thingsdi#freult in this prison.

There were no further entries from Madikizela, thair meetings were filmed until 4
August when Madikizela bitterly complained abou tton-availability of his dancers:

Yho! Hayi kengoku indaba ye sport iyandibhuga. Ka#e andikhali kakhulu
ngoba abafana aba baxakeke yinto ekwaluncedo K&dtaingcono nje ukuba sele
ininzi into esesiyenzile nokuba kungathiwa nantsicie-end ngomso
sakupatanisa

[Pow! Now my problem is sports activities, thige® much! However, | am not
that upset because the young men are busy withteorgevorthwhile and useful
to them. Things are looking much better since wedleeady accomplished a lot
as a music circle, even if the cycle-end meetingevie be called for today, we
could put up a formidable performance.]

These circle learners had very clear plans, mantgeadplement them, but were often
sabotaged by negative attitudes from officialdotme Ppanopticon was working against
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them and clearly reciprocity got lost. As Madikaaslays, the officers had even forgotten
that they also benefit from the praises they rexdialso realised that prison challenges
were on and off and sometimes only once-off, betgltoup was progressing despite them.

4.3.2 The Choir Music Circle

The new action plan continued from the previous emploring the topic of conducting
and training in choral music. The circle learnerd keaders continued to make strides in
researching technical and artistic aspects andhbe brought in an interesting innovation
where two research leaders tried their hands acttilrg and training the choir in breathing
and breath control, tone placement, tone classidicaarticulation of vowel sounds,
interpretation of dynamic levels and expressionksiar their repertoire, and movement
regarding folksongs. Papa wrote in his journalcdi®ws:

Our plan is to practise whenever we can. The deaine of the activities we do all
the time.Ndiyabona ukuba abahlekazi aba bayayithanda i-chirde kwabakho
nekwayari yamapolisa, phofu noMinister uyawuthatwaculo wekwayara ndikhe
ndibone xa siye kwezizinto uyagida naye ngokwdkhan see that our officials
like choral music. There is even a correctionaicefs’ choir in this prison, even
the Minister Ngconde Balfour likes choral music,emhwe have events he comes
up, sings and dance with the choristers]. But tddagnt uskhesenze laa ntoy®
work on] tone classification. Pleasmcedise k¢assist us] Skhulu. There is a
problem that | see here, people do not kmwba umntu ufanele ukucula eyiphi i-
part, nathi ke xasishota kvpartethile sivele sithi abafuna ukuculaliae
mabangenéwhich part they are supposed to sing, even wherbave a shortage
of singers in one part or another, we simply adkmeers to sing a particular
line.]

According to his journal, they continued with thesson on voice classification and voice
types with Mafunda struggling to clarify certain sieal concepts and aspects in the
vernacular:

Ke manene ndifuna sijonge lamazwi ethu siwabekkwgjmow gentlemen, |
propose that we decide who will sing which par} 4nd 2nd tenors, first and 2nd
bassesGentlemen | would like us today to work on thisus&nd decide which
appropriate voice parts people should sthg,1st and 2nd tenors have the same
voice range but one tenor sings one melody linetaadther tenor sings the

second melody line, otherwis@kuba uyaziguqula aba be-2nd bacule i-1st akukho
mahluko kwivoice range [even if you reverse the order in suglay that the 2nd
tenors sing the first tenor melodyvace versahere is no difference in the voice
range and all should manage any of the two pa\ijyayivuyela lemfundo
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iyasivula noko isenza abantu abanomnconwana otigtencull am glad that

we learning about this musical aspect, it makesousd like knowledgable

musicians.]
The last statement indicates the success of tleanas endeavours of this group. As in the
previous cycle they still met several times a we@hjoyed reading through their journal
entries as they seemed to have grasped the userné|s and the action research process.
Their action plan was clear, prior knowledge wasdyget they continued to develop their
methodology.

The next entry of 12 July reads:

Ndifuna sijonge i-action namhlanje. Siyifumanamnailento kaloku abanye

abantu ngamaghitala ngendalo. Besiyithatha kandeio yokuba nectionle

ifuna ukupractizwa.

[l want us to work on movement and actions in @lkgongs We seem to have

difficulty in this aspect, remember some of usraaturally clumsy, It looks like

we undermined the fact that even actions need aonptactice.]
It was good to see difficulties expressed, not gbasuccesses. In the next meeting of 21
July Mafunda reflected, “What | want to do todawadnt us to research and learn about
conducting. Each one must choose a pattern andgats@onduct”. This was quite a
move forward from the reflections of other resedecuers. Brief as it was, the action
plan, method and purpose were clearly and sucgimdicated with a forward-looking
strategy of how the knowledge would be appliedga sf maturity on the part of the
coordinator, especially as four participants wenenediately identified to lead the
‘cascade’ of teaching-learning conducting patteD\éD footage captures Msawu,
Tshayimpi, Zamuxolo Bam and Vuyolwethu Magungacalhducting the choir at different
intervals, obviously trying out the patterns. O$@sce in this exercise was the interactive
and participatory approach that Mafunda used, tbearsure they were understood and
applied. The cascade model was very efficient dfetteve. Also, | noted with excitement
the depth and determination to research fundameadihical and artistic aspects in this
cycle. Ways of working were interactive, problenséad, project-oriented, using thematic
studies and working in groups or teams: the kintpcdxial music education” advocated
by Leonhard and House (1972: 73).

Msawu led the circle for two weeks, after which agimpi took over: “In the same way
as Papa did, Tshayimpi today is your turn to teacbnducting pattern” (Mafunda, pers.
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comm. 04 August). On 05 August Tshayimpi had a péanhe next round of meetings,
and was able to get into the following kind of dleta

Today we did tone placement and articulation of @swThis helps with diction in
singing, how you sing and place the different vemdlyabona manene kukho i-
vowels ezinobuzaza nje ngo ‘I’, ‘a’ no You see, gentlemen, we have vowels
like ‘I’ ‘a’ and ‘e’ which are problematic and difult to sing] Nansto ke
ingxaki," [That is where the problem is], they must solikd ‘’, ‘a’ like ‘a’

njalo njalo[and so on]Masithathe iculo sisebenze ngalasithathe u.ong Day
Closesjngxaki ibakho kula esingesi kanjpest us take a song and apply this, let
us takeLong Day Closeshe English songs are usually where these prablem
occur].

This illustrates a grasp of the fit between theamyg practice, and shows his teaching

background emerging quite strongly as a strategy.

Looking at the work that was being done in this imasgcle, on DVD, | was thrilled by

the level they were at. Notions of lifelong leaignin the education of adults as suggested
by scholars such as Fejes and Nicoll (2008), F(&®83), and Habermas (1996) seemed
to be represented in this music circle in Cycl&l&ough “dialogue which requires critical
thinking” they were “also capable of generatingicail thinking” (Freire 199357). They
seemed to have reached the point where, as Habé@ibth$6) posits: “knowledge and
skills [are] directed through processes of seléctied learning ... communicated through
deliberations between learners and teachers [amratood [as] an activity that [is] fun

and naturally rewarding”.

Tshayimpi on the same day discovered the usefulsfesbat he had been doing with the

school choir prior to incarceration:

It is true that whatever you have learnt is notam, my experience with the
school choir is helpful. Also Mafunda’s presencedmthings a lot easier. Oh, |
have a planmasithathe iculo ngalinye sijongedirectiors pha kuldike i-
expressionge-dynamicsezipha sizenzgracticallyngokweculo ngalinypet us

take one song and discuss its dynamics and expnassand then apply these as we
sing the song]Ndiyibambile nalaanto itHil have also understood the explanation
that] they must be contextualised to the meaning of ding, s/iyo ke lento ndi-
suggesta ukuba sizenze ngokwamaculo la, singgedtukwazi ukuba u-fhence
the suggestion to work on these as they appeleisdngs, besides just knowing
that ‘p’] stands for piano and means stfe question is how soft is soft in this
particular songXa lona iculo eli lithetha ngantoniffs it not important to know
what the song is aboutmzekelo, usoft weialluby akanakufana nsoft ka
Amandla Omthandazo, ngob&uitaby kwayona ihleli isoft ngoba liculo
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lokulalisa umntwana kanti Amandla Omthand@oo instance, ‘p’ in a lullaby
cannot be applied in the same way as ‘p’ in theysontitled ‘The Power of a
Prayer’ because a lullaby is in its nature a smfigssince it is about putting a baby
to sleep whillAmandla Omthandazs a powerful song that tends to be more on
the loud side so, ‘p’ ilkmandlaOmthandazavill be relative to its loudness which
is generic throughout the song.]

This connectedness Mafunda discovered came abuigt self-reflexivity and led him
to think ahead:

Mr Tshayimpi, | must remembekucela uMamTwani anenzele i-copies ze-
expressions ezisetyenziswayo kwa-music, wayeklemneda eza-groups ze-music
literacy, ukwenzela ukuba wonke umntu abenaza, Kathona nakuzisebenzisa
umlibe[to ask Mrs Twani to make more copies of the legyrsupport material
that she gave to the music literacy groups whicregexplanations of some of the
expressions that are commonly used in music.]

Msawu and Tshayimpi were quite methodical and syatie in their research attempts,

but the last journal entry from Mafunda in this leybrings out a further problem:

The choir is doing very well and the two reseaedders know how to schedule
and divide the work to be doneto endiyibonayo iyancipha ngoku ikwayara
kumana kumka abanfuican see that the choir numbers are dwindlingabse of
the releases]. | wish they can continue with thekveven outside prisofNalento
yokumana sifika abantu bekwayara bengekho iyahlud#guna khe ndibuze u
Mr Ngxishe ukuba kwenzeka ntdiii need to find out from Mr Ngxishe what is
happening about the choir because the unavailahititl invisibility of the choir
music circle is disconcerting.]

The absence was not because offenders were belegsed’ in the sense of discharged,

but because of their performances in the NOCC m Bl@abeth and Cape Town. This

had a regrettable impact on the cycle-end meetvhgre more insights would have been

gained with the practical demonstrations of thelwadrthis group.

4.3.3 The Conquerors - Double Quartet Music Circle

This is one of the groups that had been going <ty#e 1 under the leadership of
Qoboza and coordinated by Gobingca. The membehgsomusic circle were making

steady progress musically and had decided to asmtvith the topic of learning theory of
music, focusing on staff notation in addition taitosol-fa. Their plans were carried out
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with immediate effect, and Qoboza’s journal entir@® September is meticulous in terms
of needs, concerns and methodology:

The group met again with only the absence of MreMb. Mr. Cingile Qoboza
reported on his meeting with Mrs. Twani. music b®oklored pencils a new
report book. The group was overjoyed and gratdfaé introduction of the two
songs meant extra work for the group. It was resbhhat we share the meeting
time in half between learning about staff notatmal practicing the songs.
Exercises were done to familiarise the group wétviconcept. Mr.Vumile
Tshayimpi then led the group on time signaturegrbgressed to the end gave the
Group homework, although they were still off colewen in his session. Also,
challenges and solutions to these within the gneege well documented.
| assumed what Qoboza meant by ‘off colour’ wasitiselent around the ‘test’ that
nearly saw the group disintegrate in the previgusec On 07 September he reports that
“[t]he group did not meet on this day as all mensheent on an outing with “NEW
BORN BROTHERS” The medium correctional centre’sich@and on Sunday 09

September:

The group met a little beat late than schedule@. grioup leader explained Mr.
Bam’s absence as truancy. Mr. Bakokele Jonas kediitussion on grouping the
BEATS pp 21-22. He also tackled pg 23 which is ging quavers. Due to the late
start the group could not get to practice musibasbeen previously planned. It
was agreed that on Monday 10 Sept. 2007 less tiouddvbe spent on music
theory and lots of time would be spent on pracgis$ire songs.
His use of the word 'truancy’ takes us back todhksociation of the project with formal
schooling, and suggests Qoboza himself taking a&sdrat a panoptic stance in the way in
which he was scrutinising and surveilling each emery movement by Bam. The
reference to ‘late start’ also indicates some inepae. By the next meeting on 11
September there was “[a] discussion on the absgimmembers on previous sessions”.
There were some changes which sought to extendatton plan to integrate music and
drama in a bid to encourage members to try theid e composition and creative writing.
However, Qoboza was not happy about the continalbsgnce of members. The group
decided to revise their code of conduct so as tovige clear-cut sanctions for conduct
unbecoming or detrimental to the group’s intere§@boza, pers. comm. 12 September).
They continued to make progress on musical tergisgé Fun Way to Learn Theory of
Music: Grade OneThere was a report back on creative writing eges; and the whole
group was encouraged to engage in creative wranthartistic work. They continued to

have exhaustive practice sessions.



What this group was increasingly experiencing, eislg now they were making such
good progress, was the oppressive nature of presatishe way institutional life impeded
such progress. The problem of venues had beervesbswaiithin the project, yet still some
officers tried to unsettle the gains made withia BMPAR. They kept on course anyway.
Qoboza’s entry for 16 September reads:

The group did not meet on this day. The reasonthatsve had scheduled a music
theory session @ 12h00. The group met @ E-sectadn Fhe group then
proceeds with practicing the song “The long dagetd. After sufficient time the
group moved to practice a second song “Magnify Kihdlessly” by A. Lukope.

Mr. Tshayimpi then introduced 2 theme specific soog HIV/AIDS, which were
well received by the group.

The challenges that were emerging were immediatalyteracted by positive thinking
and action, to ensure progress. The participasimed to be gaining ground in
understanding the panoptic nature of the environraed how to respond positively to it.
| could not help but think about Andries’ reflexistemments on ‘positive thinking’ and
‘constructive ideas’, for example in one of hisiaetplans in Chapter 2. Also, |
remembered the comments by Mirror, Mluleki and Qubfsom the early days of the
activating workshop abouijele’ and how things could suddenly turn around for
participants. Qoboza’s clarity of thought and cetesicy in attempting to solve problems,
as well as his tenacity, were admirable.

September was this music circle’s busiest montthasvn in a variety of daily records
(entries). Their level of education and literacjpled. Close examination of his journal
entries reveal Qoboza as more self-reflexive ththarg, about why they had made certain
decisions and about the project and their progtegsall the entries demonstrated the
teamwork of a group that is pulling together. Tleéedation and distribution of teaching
was learner-centred and self-driven. Challengessahdions were well documented.
Further, the interactive approach that they seemedopt was intelligently applied
according to availability and knowledgeability betvarious people who led the research
process. They emerged as good planners: for exasg#ang there was no progress with
the drama script, they turned their focus to poefrigey drew facilitators from the whole
group; it was not only left to the research leaddrcilitate things.
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Non attendance was their main challenge and allikesan obsession, as Qoboza keeps
writing about it:

WEDNESDAY, 12 SEPTEMBER 2007. The group then detiderevamp the
code of conduct, so as to provide clear-cut sanstior conduct unbecoming or
detrimental to the group’s interests, in their neeeting. The group then practiced
the song “the long day closes” as composed by Agullivan and whose lyrics
are written by Henry F. Charley. The terminologyatbearlier was demonstrated
in the music sheet. Mr. Tshayimpi led the sessiothe music practice. The group
had to stop the music due to the start of ABET REEEL CLASS, which we
share the same venue with. We are desperate inafi@eproper venue with
facilities like a piano.

On 16 September Qoboza notes: “It is obvious son@evention is needed to secure
better co-operation from the officers of the sadt®n”. | wished all research leaders
could display this level of confidence. The grogpsians kept up with changes and
disruptions and it only remained to be seen howttfay would progress by the cycle-end
meeting.

4.3.4 The Peacemakerslsicathamiya Music Circle

This music circle experienced shifts in leadersttifeast three times in the life of the
project, with stop-gap leaders who had to keepyoagrthe process forward. When Cycle
3 started they were under the leadership of Sigmtiabho but by the third week of the
cycle it was Vusumzi Majanti. How it came to be Biaj is still a mystery to everyone,
given the life issues he had been having througti@uproject. Initially | thought it was
because of Mabho’s change of status from juvenildult offender, but learnt later that
Mabho’s interest had shifted away from this geiméhe process of leading this circle
Majanti again slipped in behaviour. He committezkdes of minor offences and was
suspended from any activity for two weeks. | wabkeadisappointed with his unchanging
behaviour and also the lack of musical progreskiwithe group as a whole. Majanti’'s
suspension left a vacuum but it was at this pdiat Sive Ngetho came to the rescue and
led the group to the end of the cycle.

They continued to ‘polish up’ their repertoire buere not ready’ to embark on any new
topics. Majanti’s suspension offered little timent@ake significant changes in the circle.
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Gobingca, the research coordinator working witl tivoup, made the following

observation on 11 August:

| think there is something going on with this grobpt | am not sure exactly what,
they seem to be secretive about things. They cortteetr meetings but all they
ever do is to rehearse their old songs and | haptuced all their practise sessions
on DVD, even when | am there they do not want liq taat is discuss thingdlam
ndiyoyisakala ngabo ngoku, Mam ikhona into eghupeldaya and bayafihlg
am also becoming disappointed in them now, buetiesomething going on
there, they are too secretivéyhat I find strange is that when they are in ttheep
music circles likeimfene recorder and choreography, they get on well ancttise
progress. There is just no progress [here].

Gobingca’s entry relates to what Herr and Andexshthe problem of “intersubjectivity”

(2005: 16) between outside and the inside reseche

In meeting, there is the possibility of recipropatticipative knowing and unless
this is truly mutual, we don’t properly know thénet. The fullness of the other is
found in the fullness of our open relation wheneaeh engage in our mutual
participation. Hence the importance of cooperaitigliry with other persons
involving dialogue, parity and reciprocity in aiphases (lbid).
On some levels the relations in this project wexg/\open, but only as open as they could
be inside a prison. ‘Secrecy’ as we have seendlreeas not necessarily a sign of
mistrust in a research coordinator but a sign ¢fwamnting to risk saying or doing
anything that might jeopardise parole. In thisleittiere was a particular configration of
people who perhaps did not trust each other wellgh to speak to Gobinga in front of
the group. There is always the possibility, in fisject, that offenders see a research
coordinator as an ‘authority’ of the same kind a®#icer. This slight breakdown is what
Freire (1993) and Habermas (1976) as referredrteeaall ‘dialogue and communicative

deliberation’, and was compounded by the unavaitglaf Ngxishe.

| could not take a decision about whether to car®iwith this music circle or not. My
own position was challenged by the secrecy, atbadth | knew that “the level of
engagement can vary during the life of the stu@gd]javik cited in Herr and Anderson
2005: 42). | nevertheless felt my values and tladshe MPAR were being interrogated.
This is what Elden and Chisholm meant by “AR isugaladen” and Jean McNiff by “a
deep problematising of values” in PAR; and heraswn the midst of it. At this stage |
found myself problematising and thinking about ip@rating a value commitment for the
groups to remain in the project in order to accomate the research’s key goals, and |
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had to tread carefully, since the project also geerd towards development work and |
did not want to exclude anyone, but rather ensustagability of the groups’s
enthusiasm.

| let The Peacemakers remain in the project irmthge that the new leader, Ngetho, might
be able to turn things around, They did come up wéw songs, 'cover numbers’ to
which they created their own dance steps althoudgh they were capable of being more
innovative | was persuaded by Ngxishe to be patient with ktags he could just be
going through a rough patch in his life. Journdties were not forthcoming and the DVD
footage did not show anything different from the\pous cycle. Majanti was slow in
becoming a “dandy” (Hattingh 1994: 14) his behavias not getting any better and was
constantly absent from circle meetings even duoungeircle visits. Consequently,
efficiency and improvement was stifled in this ntusircle and reflexive and “reflective
evaluation” (Herr and Anderson 2005: 17) were suftgas the circle learners
continuously avoided divulging what was going orthieir meetings. Panoptic power
relations and reliance on the missing researcleteadre conflicts of interest that seemed
to create resistance to the research at this SEg@ngca’s report of 22 July brought a
flicker of hope that things might improve: “Isicathiya group are doing well, their daily
practices are paying off. Maybe even their behawall change”.

4.3.5 The Recorder Music Circle

This circle continued under the research leaderaMgopo, struggling as far as musical
progress was concerned. | am sure her negativeierpe in the previous cycles did not
exactly spur her on, and | had to accept this asobthe failure moments in the MPAR.
The two older circle learners who took initiativelearning to play the recorder were
Msawu and Qoboza, research leaders in other cifthesyounger circle learners were not
very patient in learning to play music instrumemtsime they seemed to be looking for
quick fixes. Then Gobingca noted on 12 July:

We had a problem of entering the prison todayaktus a long time to be allowed
inside because we were alone and Mrs Twani wawitlotus. The officers at the
gate refused to call Mr Ngxishe or his assistarevan Mosa. We were asked a lot
of questions before we could meet with the reselaatiers. Eventually we met
with Mosa. It seems as if today was a day of prolslevosa was complaining that
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they needed to be taught the recorder rather trean tliscovering for themselves
because all of them have no clue about playingnsteument. Meanwhile the
other circle learners were complaining that Moslag was the group leader had
less interest in the music circle. This was a mobthat took us long to resolve.
We could not see other groups except for the Recapup and even with this
group there was not much progress but to solvelgmd We were told that other
members had other commitments like Sports.

| did not find this as disturbing as Gobingca dad,problem solving is one of the key
features of PAR, and as | explained to him latempoagress and acquisition of learning
was not just about tangible things but about howotafront issues, discuss them and find
solutions, so all was not lost. Gobingca was bengrfrustrated by the lack of musical
progress in this circle, for his report of 08 Augsays:

Today was another day for the Recorder group. Wghtathem to play the C
major scale on the recorder as they had requesteel taught rather than to
discover. We then started to play the National Anttwhich they had started
learning in cycle two of the project and they plyem memory. But this had
problems because they found it difficult. They havyaroblem of forgetting what
they were taught. We then had to come with our disaretion to teach them
music theory starting from the note values and tigaatures. They then started to
understand. What is the use because they do ndtg@and later forget what we
have taught them. | was playing two roles, teaclivegn to play the anthem and at
the same time filming the lesson on DVD. Papa agpssing well in recorder
playing and Cingile [Qoboza] is another one whedtard because of their daily
practice. Some members still have difficulties liaypng but if they practise
everyday they will make progress bit by bit.
In my meeting of 21 August with research coordingatwell into the cycle, | learnt how
the idea of a Spiritual Dance Group had come al§eoliingca had brought up the idea
when he realised that the Recorder Group was motifuning properly at the end of the
previous cycle. This together with Madikizela'sléae to learn to play the guitar and the
Adult Gospel Group circle members’ failure to ptag keyboard, brought out strongly
that the playing of musical instruments could bey\bfficult in the prison environment.
Needless to say a careful approach varied teagiategies and a longer time to
accomplish goals would have helped, and the chgdlemwere also linked to literacy
challenges. At least with the guitar Madikizela Isadwed a lot of enthusiasm and
determination and it was clear that lack of edweeti and musical background was why

there was no progress.
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This evidence recalls some of the issues John E2004) addresses in his research on
young offenders in Parklea Correctional Centre (Uit)ich ultimately shows that the
performance-based medium can facilitate in devalppther life skills (communication,
cooperation, leadership, inter- and intra-persshk#lls) and not necessarily the intended
music skills, as in the case of ex-offenders andARParticipants who went on to pursue
business ventures. | needed to take heed of hisremgt that the objective for introducing
music instrument playing in prisons should notderoduce ‘professional musicians’ but
rather to use the potential of each individuaht full, build personal esteem

(and cultivate a desire for other educational &atis). Perhaps | should be satisfied with
the fact that at least two of the participantshiis tmusic circle managed to learn the first
part of the South African national anthem and |aaéier the project, they may be
motivated to continue. Exposure and involvemergdacational programmes in prison
might well generate a desire to learn in the fyttoeontinue what Per Andersson (2008:
129) calls “lifewide, voluntary, and self-motivatpdrsuit of knowledge for either
personal, professional or economic reasons [whiohpnly enhances social inclusion,
active citizenship and personal development, Bd ebmpetitiveness and employability”.
That, at least, was my hope.

The self-motivated pursuit of keyboard playing kkuthalo Nomesi may well have been
as much for (later) economic as for (current) peasdevelopment. Prison had a different
impact on him than it did on some others, whicthpps may be linked to a different set
of intrinsic and external motivations. In esseragjway, the Recorder music circle
became a two-member circle. The newly formed S@tiDance Music circle’s activities |
discuss below.

4.3.6 The Juvenile Gospel and the Keyboard Music @ile

This also was in existence from the beginning efgiloject, under Majanti who is the
same person who had a leadership stint withgicathamiyamusic circle and had
behavioural problems (as discussed above). | wexdéMajanti’s confused state of
mind was because of possible overload with anshélveleadership of this circle. Like the
Isicathamiyamusic circle they incorporated very little or noaneusical nuances in their
research endeavours. Even the concept and redoteenposing their own Gospel songs
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in Cycle 2 was forgotten in Cycle 2 and they camith to imitate songs composed by
other people and simply added movement. The retheyrkept going was the increased
capacity for learning to play the keyboard showrNmynesi. As Mafunda remarked, his
name Nkuthalo, meant diligence and he was “disptitito the book”.

The DVD footage demonstrates the contribution tovidedge creation of the Juvenile
Gospel music circle. (See DVD chs. 8A and 8B.) W1ih. 8A on the DVD focuses on the
verbal presentation by Majanti, the research leatlére cycle-end meeting, ch. 8B, which
| deliberately made longer, illustrates a numbekeyf features of the PAR method and,
therefore, the MPAR: freedom and fun in learnitgg hature of knowledge creation and
production through inclusivity in problem-solvindgemonstration and imitation learning
strategy; keyboard skills acquired by Nomesi; diston and dialogue in the meetings and
guidance and support.

The insert below from Gobingca’s 03 July repomnsindication of the progress that was
being made in this circle, however minimal:

In today’s lesson, the group leader Vusumzi onceenmiroduced the group
members and proceeded to explain how they leagnt$bngs and movements
during their meetings. They start with the soprand then tenor followed by the
alto and bass. They sang a soNgdsi Sikelela[Lord Bless]. Although the group
members were participating there is a lot of widt heeds to be done in the
gospel group. Many of them were just singing fa slake of singing, not meaning
what they sang about. There were no attemptsexpirgting the meaning of the
song and making use of expressions. Emotionakit kiiey were so far removed
from the song. But, after advising them here amrdethat least there was some
improvement. | do not know what is wrong with theamething is not alright.

On 22 July Gobingca is able to say, “The Gospeligiis improving ...They showed us
how they have taught one another a new song andh®wew keyboard player had
managed a new song. Nkuthalo starts by playing &&ygband then help the tenor to hum
the tune and later the bass will follow”. The DVabtage shows that improvisation and
rote learning were the way things were learnt. Wag Nomesi acquired his keyboard
skills is related by him in his report/journal?&®3guly:

When Sbu left | had prepared myself to take oveilatost.Phofu
ndandisendiqalilelndincedile lanto yokuncamathela kuye. Naye ebadlal
ngendlebenduthi wayedlalela Lord Comforters yase Zwelitshlam ke ndigale
ngokumana ndimamele ndidlale loo note ndicinga akyipo, ithi kanti i righti.
But eyona nto indincedileyo kukufunda itheory, ngoBlatsho ndazazi iinotes
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nokuba zindawoni kwikeyboard. Ngokuba beselendiretes bekulula ke ngoku
nokugikelela nokuzazi ezise zantsi neziphezulundiklaona ngokuya uMama
noGobingca babethetha ngeekeys, hayi, ke itheargliyala. 1zinto zeerhythm ke
ziza zona ngokumamela ingoma le ukuba ixesha idyni] uhambe nabo ke.

[I had already started. Staying closer to Sbu lielpkot. He also played by rote
and he told me that he used to play for a recor@agpel group from Zwelitsha
(in the Eastern Cape), The Lord Comforters. | atsoted by listening and then by
trial and error. But what really helped me wasttieory of music lessons that |
took in Vuyo's (Mduduma’s) music circle, | then tatabout the note names,
positions and ranges of notes. It was also easi@etermine the note registers. |
was in the room the day the Adult Gospel Group, twelsby Mrs Twani and
Gobingca about keys but! theory of music lessonsecdnrough for me. | also
learnt about rhythm through improvisation and hatg to the singers and then |
would understand the beat and time signaturejnktthe more you plakubalula
[it becomes easierNdiyavuya ggitha ndikwafliam happy | can play the
keyboard]but it is not easyl think you need to listen carefahd nawe ube
creative[you also need to be creative.]

He had obviously grasped the art of documentindiiangs and thoughts in the journal.
His longer period in the project was perhaps pawifigout he was someone who
progressed as a circle learner in more than oneegésicathamiyaand Juvenile Gospel
and Keyboard - to become the occassional reseaadei for the spiritual dance music
circle and ultimately the all-rounder keyboard gayn the MPAR for Juvenile Gospel
and Keyboard, and Hip-hdfwaito circles. He told me that he thought he should
document things as he had seen with others andhtbase somebody had to talk about
these developments at the end of the cycle. Hetadtif anybody needed to say anything
about his development as a keyboard player it shioeilhim as he would do more justice
to it than a research leader who could not playriegument; and in case it did not work
out that way, then the research leader would be talbéxpress his views and ideas.

His other journal entry on 20 August indicates Haimproved:

Besekumnandi ngoku ngoba akakho omnye umntu ohakuaitala, indim
ndedwa. lyeyaphela nala ngxaki besinayo yokub@ekisieAdult gospel group
ngomntu wokudlalaBecause | hathccess kwi keyboard bendiyendicele pha
kubahlekazi ukuba ndiyigcine nasesiseleni ngamamaxesha kuvunywe
ngamanye kwaliwe. So ibiba kum ixesha elininziwdié ke ngoku ukumana ndi
practisa ndifunde nezinye iingoma ezintsha. Esmsddendicela lamanene sicula
nawoabout four of fivebacule mna ke ndidlale ikeyboard le.

[It has been a pleasure to learn to play the keyh@specially that now | am the
only one who can play and everybody looks up toEven the problem of sharing
a player with the Adult Gospel Group (in Cycle ®)langer prevailedBecause |
had access to the keyboard, | would request peioni§®m the officers to keep it
in my cell all the time where | would practise akn learn new songs. | would
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also ask about four or five of the inmates who alsog in the Juvenile Gospel and
Keyboard music circle to practice with medincedile loo nto ngokuba najtinat
has helped me because] | saw the difference.

Nomesi was not a research leader at this stages stbpbumentation was admirable,
showing dedication and good qualities as a leaddisr(to me) meteoric rise was a positive
spin-off in which his determination played a majole. Another quality that he showed
was his unselfish attitude as he took one of theranembers to try his hand at keyboard
even though his progress was slower than his owe.riethod of rote learning and
learning by observation proved to be effectiveadilitating this.

4.3.7 Nyandeni Cultural Group -1ndlame Music Circle

This circle continued under the same research teddi®@yisile until his release on 02
August when ‘Mawawa’ took ovegeemingly the new leader was not aware of how to
become part of the MPAR project and also he didcoatmunicate the group’s decision to
continue under his leadership. As a result | wasan@re of their existence as part of the
project and neither were the research coordinaitmair failure to communicate
jeopardised the existence of the group in that rdrkeeir research endeavours and
meetings were documented in any way. It was oniinduheimpromptu gcle-end

meeting of Cycle 3 that we discovered them. | waagantly surprised, although

obviously this was a situation to be addressednageting with the research leader and the
research actors. | did wonder whether their claieadgtence as part of the MPAR project

was perhaps seen as ticket to Mawawa’s releasarotep

The envisaged meeting never happened, howevengeea things unfolded with all the
music circles there were disruptions due to thetraimming programmes that were
implemented at the Centre (alluded to above).

4.3.8Nyandeni YakuMdepha - Indlame Music Circle

A new era dawned for thedlamemusic circle in Cycle 3, still under the leadepsbf
Ndoyikile Dubula but operating from outside prisafter he was released on parole on 02
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August. The name slightly changed with the additbthe location of the group,
‘“YakuMdephathe name of one of the villages at Nyandeni wehtie amaMpondo of the
Eastern Cape are found, to which Dubula returnéslaecount was that as soon as he got
released, the opportunity that he had been yeafamghile inside prison had presented
itself for him to start a new group and to put ieftect the whole concept of formalising
an existence of a performing arts company. (Réuslrustration with lack of progress in
generating a business plan and a constitution twéindlamemusic circle while he was
inside prison.) This was the first spin-off frometMPAR project outside prison, and
continues to this day, which | know because sonteefesearch leaders of music circles
in the MPAR project still maintain contact with me.

In the same breath let me hasten to explain thhttve departure of Dubula from
MMCC, indlamecontinued to exist, yet a rather more direct cdrdad dealings were
maintained with Dubula’sxdlamemusic circle from outside prison at his insistence,

hence its new look in this cycle.

| welcomed this because | wanted to assess whigthefforts he had made with the
inside group would hold, or if his success here siagly due to the long-standing
existence of this group, since most of them weng-erm offenders, like Dubula himself.
The newly formedndlamemusic circle outside, which was evidence of sudoéss
reintegration into a community, was strikingly @ifént from the one inside in that it
consisted of youths of schoolgoing age. This isth#bula said to me in a telephone

conversation about his release from prison (pemsing. 24 August):

Ndandikuxelele Mama ukuba izinto zase jele zihaeylaao indlela. Ndavele
ndaxelelwa ngolwesine emveni kokuba nanipha ukwbalitungise izinto zam
ndiyahamba, ndashiya yonke into ngolohlobo ndaegd&elkwam ndahamba
ndingakhange ndikwazi nokukuxelela, kodwa ke ndbmadukuba iiphone
number zenu noSkhulu noGobingca ndihleli ndinazo, ke lento
ndandisediphona ndicela ukuza kukubona phaya aofiakho

[l told you, Mrs Twani, that the way things are dan prison is very unique, Here
| am. Without any notification | was informed ol Aursday morning, a day after
you had visited the prison to pack my things andhgme, | just left everything
like that, there was no time to inform anybody antieven you and the research
coordinatorsMy only consolation was that | had always kept yoeli numbers,
which is how | was able to call you and ask folagpointment to see you in your
office.]



This scenario is indeed a ‘very unique’ aspechefway the panopticon operates
negatively in prison. He came back on 26 Augustthigdis what he said happened after
his release. | quote it at length because of theitnllustrates both individual
empowerment and what rehabilitation into the comityumeans, on the grourid:

Since my release from prison and my arrival atviliage, | found Mr Ntshilibe
encouraging community members to form sports caastraditional music and
dance groups to celebrate our culture and heriBgeause everyone in the village
knew that | was a keandlamedancer, | then told them about the MPAR project
and my involvement in it and the kind of thinggaint In as much as | was happy
to be released from jail, | was at the same tintevaoy happy to leave the project
at that stage because | had not done all the iséaranted to do, and | did not
know how to write a business plan and constitutiwhen | spoke to Mr Ntshilibe,
he was quite happy and explained what he had lgahtised members of the
community at a meeting about forming these grounoishee promised to assist me
in forming one. He then called a meeting for comityumembers, and informed
them about my plans, also what assisted me wasnbstt people in the
community knew about my imprisonment and the redlsereof, further everyone
knew that | was not a troublesome person but lavessted unfairly, almost
everybody accepted and supported my plans to forimddamegroup, hence the
32 members. Mrs Twani, the members of this newmgare keen and happy to be
associated with the university.

| quickly managed to get hold of the two reseambrdinators and we assembled in my
office. The joy and excitement at seeing Dubula spehding time with him was and is
still beyond words. We were all delighted at higase from prison but even more so at
the speed with which he had continued with the wrkhad been doing within the
project, particularly that he had already madelstiin forming a group of 32 members
who were eager to be involved and determined tbggaate in the cycle-end meetings of
Cycles 3 and 4.

2 3ome of the very long IsiXhosa passages towaslertd of the thesis | put in footnotes, as here i@t

page):
Ekubeni ndiphumile pha eprison, ndifike uceba vielddawo uNtshilibe ekhuthaza abahlali ukuba
mababenamagela esport nemixhentso ukuphuhlisaliekounezithethe zethu. Kuthe kuba
bendisaziwa kwaselalini ukuba indlame ndiyayisim#éachaza pha kuceba ngale projethi yakho
Mama nezinto ebesizenza pha. Ewe noxa bendikuvulgetduma etrongweni kodwa
iyeyandihlupha into yokuba bendingenkayigqibi irgliyjam kule risetshi and ndinesikhalo sokuba
laplani yokuseka igembu bendisoloko ndinomngqweraiyenza. Ndithe ke ekuthetheni nobawo
uNtshilibe wayivuyela loo nto ngelithi kiwimthirgfienayo nabahlali ebethetha kanye ngemicimbi
eloluhlobo, watsho esithi ke uza kundincedisa. 12ij&ke imithingi nabahlali, abazali
nabantwana wavakalisa ke umbono wam, kwathi kubskenoko ibali lam liyaziwa apha elalini
yaye ke nam ndingemntu obehlupha kakhulu, ndabakgweyendlela endabanjwa ngayo, abahlali
abawuchasa lombono wegembu le ndlame. Ndilaphat#lanje ukuba sighubeleke neprojekthi,
kwaye ke mam uTwani sesiqalile ukusebenza naleghrbiesiyaghubeleka neprojekthi ye resetshi
selendibaxele bayayivuyela into yokudibana neysithie
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We decided on a month’s action plan for this nevsimuircle dating, 27 August to 28
September, which detailed the meetings neededpaitiicipants and the councillor, the
drafting of a constitution, collection of minimunatsscriptions of R25 per participant for
the group to open a bank account, a visit to tlmk josubmission of ID numbers for
registration of the new company, and drafting amshsission of the research leader’s
MPAR report. All of this was achieved before theaficycle-end meeting because of the
leader’s hardwork and enthusiasm. In the meantimaeattion plan got extended to
include a circle visit to the village Mdepha in Nigkeni Dsitrict by me and Skhulu, some
100km from Mthatha as part of the leader’s repotime for the cycle-end meeting of 29
November 2007.

The action plan had a list of specific tasks tdatcalmost every day in order to keep the
momentum going and avoid delaying goals that neeualbd achieved for effective
progress. There was no doubt that far more coulstheved quickly outside prison than
in it, so the plan could be of a different kind.tBawere changed as we went along, for
example, the opening of the bank account couldhappen without a constitution for the
group. An indicator of Dubula’s determination tacseed was his pledge to contribute
R300.00 that he had earned while in prison, foréggstration of the music circle or
company as a cooperative which would allow forittidusion of all the members as
shareholders, rather than register it as a clogegaration which would have limited the
number of shareholders.

As discussed in Cycle 2, even members of this ineN@memusic circle were school
going youths and the other community members whe wepportive of this circle were
illiterate, therefore there was a close collaboratetween the research leader,
coordinator and facilitator to ensure efficiencylatcuracy of information for successful
attainment of goals. | appreciated the consistamcysincerity with which Dubula and his
team put to the project; also his enthusiasm atefménation did not wane. | felt they
were conscientised to the core. It was indeed @asple even to assist them with a
financial gift to top up registration fees for tb@mpany. | shall discuss his cycle-end
report in the context of others in 4.4 below.
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4.3.9 The Hip-HopKwaito Music Circle

This new circle comprised four members from theepule section of the Centre. They
sang music composed by the leader, Sbusiso ‘Sbhiymg. Other group members were
‘L’Vovo’ (Luvo Mapinda), ‘Mavusi’ (Vusumzi Majantiand Tukulo Molefe. Two
members from the group, with the exception of #agler and Molefe preferred to be
called by their stage names. This group initiabedrtown entry into the MPAR project
through the research coordinators. When Gobingcd teethe juvenile section on 5 July
2007 to work with the groups there, he was appreddy Mshiywa with their request to
be part of the project. He already had with hinesearch journal with notes recorded in it,
which confused Gobingca into immediately accommiadatem in his schedule and
recording their meeting on DVD, where they annodrte following ‘action plan’:

This is our fist [first] meeting, Gobingca sayd wate action plan for the group.
We have 14 songs | compose so we sing those ®tithe. Sincengoma izezam
ndizakufundisa abanysince | have composed the songs, | am going thtdee
others]. I lead the song, Mavusi sing bass, ancdkd/and Molefe sing tenor 1 and
2. So I sing one line and teasimnyeone of the parts], then | go to next part and
sing with that one until all parigngenesiyihlanganise kengoluising all the
individual parts with the relevant singer until aflthem have been harmonised].
Our problem is that we cannot play the keyboard.
As an action plan in the MPAR sense this shoulcchagluded aims, methods,
challenges, solutions, meeting dates and timesyuress and a meeting venue, whereas
only the methodology aspects were recorded. Thssneaertheless commendable, for a
new music circle to detail their method of reseanglfalthough they do not call it
research). A much more intensive meeting with tioeig was clearly necessary to fill in
the gaps as a kind of ‘on the job training’, ansitgito this music circle more often. They

sang a mixture of music genres such as rap antddppwith lyrics in IsiXhosa.

Regardless of the circumstances in which theyextathe group proceeded with their
research and | appreciated their efforts to comoataiin English; they had to resort to
their mother tongue from time to time as demonstrat the insert above. Again, rote
learning proved to be a preferred model of learfamghis performance-based music
circle. They held a number of meetings and rehéaessions, and | could see from the
DVD footage that the research leader seemed to knost about the genre as he had
some experience with a group from outside prisawknas the Hip-HojKwaito BBG,
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which he had started in his hometown Mcubakaziutté&worth in 2003. Another
interesting observation from the footage was thiatimusic circle was constantly under
self- and peer evaluation as well as research auaints’ evaluation, each time they met,
rehearsed and discussed things. Apart from thedaeglplayer Nkuthalo Nomesi, there
would always be two other inmates who were alsbgfahe project who would offer
comments seriously and immediately. In the footaigE7 July, | saw how Mshiywa
belted out the instructions to his performers:

Step one Turn around four times, that is, to all the sidéthe room Xa sijonge
ngaphambili kwakhona ndiyangena mna ndithi: ‘elbkisxa sigcwala bafeth’
elokishini’. Then, guys, you must make sure that we listehdégace of the song
so that our movements are the same as the songijrgesre on time].

[Sive Ngetho:] ‘No guysmna ndibona ngolunye uhlolpbsuggest a different
approach]xa nijike najonga ngaphamahilicount one Sbu and then all of you rap
the wordsJelok’shini xa sigcwala bafeth’ elokshirfivhen we roam around in the
township]at the same timéf nenza njaldyou do it like that] you will be on time
‘uyabona Sbu lento yokulibiza lonke igama, njengukishini’, izakumosha
ixesha, lishunqulelen[you see Sbu, the idea of pronouncing the compiatee is
going to interfere with the time and beat, so, eisersome poetic licence and cut
the name short]

They started the song again and it was in a cdllrasponse form with the lyrics
accompanied by the keyboard which was the sourocausic:

Call (from the lead rapperElok’shin’ xa sigcwala bafeth’ elok’shin
Responseelok’shin[count one silent beat§lok’shin

Call: Elok’shin’ xa sigcwala bafeth’ elok’sHitwo silent beats]
Responseelok’shin [one silent beatklok’shin

Call: Elok’shin’ sesijonga kwenzekani, abantwana sesibhabo
Responseelok’shin besipheth’ ifashion elok’shin

Call: elok’shinsenz’izint’ ebesicinga zight

Responsecorrect, [one silent beat], correct

All in alternating style, the lead rapper and follosvenitated each other in rapping
‘correct, correct, correct, correct’ [four timeBlgetho commented thatpace
aniyichani madodo, iyatshintsha tshintsha. Uyab8ba kufuneka simana
sikughwetha ukuze ungene. Kufuneka ubale kakjyldet tempo is not accurate,
gentlemen, it keeps changing].

| found them quite systematic in their researclehtérey were focused on one music
aspect, the rhythm. They repeated the song a nuohlienes until they had improved but
their movements needed more refinement; it camie keeis emotion from the participants.
The opportunity to seek clarity about this mattent Mshiywa came only much later, in

July 2008. When | went back to the prison that twalyand out certificates of
participation, | enquired from him whether his noetblogy was by default or agreement.
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It turned out that Sithembiso Mavume, who was imgdlin both thdsicathamiyaand the
Juvenile Gospel music circles had experience frerffopming this genre at high school.
Mshiywa requested him to be present to ensureliegtwere on the right track. Asked as
to why he was not part of the Hip-H#&pvaito circle, Mshiywa responded that Ngetho
wanted to learn other music genres that he didhae¢ experience in so at to broaden his
horizons while the project existed but was happgdsist the igroup led by Mshiywa.
Ngetho clearly did not see the MPAR project as gustusic education programme for he
could have easily assumed the role of a teachswnrething he knew; he rather preferred
to use it as an opportunity to learn other musirge that he had less knowledge of.

According to Mshiywa, too, Ngetho wanted to engbeeexistence of the group since his
own attempts at recruiting members seemed toSaithere was peer feedback, but the
research leader’s journal was mainly differentdgrof songs that they had composed for
their circle, so seemingly he did not understarddtbncepts behind the MPAR project. In
hindsight, the error of the lack of induction oistigroup into the project was catching up
with all of us. It was taking this music circle per to understand the issues, and
reflexivity was difficult to detect and measure €limessages of their songs, as
deconstructed from the lyrics, provide insightheit progress towards rehabilitation.
These revolved around youth against crime, lifprison, and they would also sing about
love for parents, for life and beautiful ‘ladies’.

| nonetheless allowed things to continue as thegwsdomesi, the keyboard player,
continued to grow and develop in this group asiterdthe Juvenile Gospel and
Keyboard music circles. Time and again Gobingca nicknamed the ‘choreography
expert’ in the MPAR project, offered direction rediag synchronisation of movements,
and actually choreographed some movements forrtheg

4.3.10 The Spiritual Dance Music Circle
This new group, as mentioned above, was undeetudelship of Nkuthalo Nomesi, the
other members being Vusumzi Majanti, Sithembiso iuae, Bulelani Matroos and

Mpendulo Mbalo. Most of the work was performancedsh their movements and

sequences learned by imitating the coordinator,ii@ua. Part of their research and
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learning activities included developing listeningdamprovisatory skills since they had to
marry the lyrics with the movements and also mither meaning of the words through the
movement patterns and make these appropriate wifteeent sections and words of the
songs, from which the dance sequences were imgabvighis group sometimes held
meetings three times a week and in Cycle 2 creddade steps based on two sohgs,
Your Glory ComendYou Are the Sourcdo date | have never seen a journal from the
Spiritual Dance circle leader but the DVD footagesvinelpful in capturing not only the
visual aspects but also the views, attitudes aelihfgs of group members. The footage of
25 September shows Gobingca explaining how thet&gliiDance circle was started:

Today I'm going to prison with one aim: to concatgron the Recorder group and
to start a Spiritual Dance group. As | arrived irspn the response was poor, they
did not all show up for the Recorder circle. | askeople who were interested on
spiritual dance. It was as if | was speaking L&imguage because no one had an
idea or even understood what spiritual dance wls.Recorder circle members
came without their recorders and it was difficolt them to go back to their cells
to fetch them. They knew that | was coming butsome reason decided to leave
their recorders. | assisted the choir with Skhidiafunda) for about thirty minutes.
After which | found another venue for the five Reder people who were there. |
simply instructed them that we are not going toastewithout doing any work, so

| am going to teach them spiritual dance. They werg reluctant and took some
time to decide. | played the music and started idgro it and asked them to
watch and that was the beginning of the Spirituah&e music circle. On this very
day we selected a leader for the group on the lbsio made fast progress in
learning the steps, so Nkuthalo (Nomesi) passeteteand became the leader of
the Spiritual Dance music circle.

In section 4.4 below | pick up on the reluctancgptiiyed by the members of this music
circle to try their hand at spiritual dance. TheD¥botage shows Gobingca and the circle
members in action, learning to dance to the sotijezhLet Your Glory ComgSee DVD
ch. 9). Gobingca also made suggestions as to di@aunt in the steps and how to
remember the sequences. One of the ideas wasgfortthsing the tune to themselves in
order to remember the sequences and know wheratelthe steps, quite an interactive
process which involved indicating how they shoutdipon themselves for the dance so
that each one stood on their own, in a way that @amuld be visible to the audience and
the emphasis was on dancers never standing behendrmther.

An exciting development in Cycle 3 was the intrathut and induction of the new

research coordinator, Andiswa Mdokwe. Initially steeved as Gobingca’s assistant and
observer in preparation for Cycle 4, but we haday identified her in replacing Ngoma,
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who left the project at the end of Cycle 2, and wiieere were indications that the
Recorder music circle was disbanding and Mpopolikeky to join the Spiritual Dance
group for Cycle 4, her inclusion fast-forwarded kbsadership of Mdokwe.

The methodology they used in this circle, in whicl dance is repeated several times for
each member to grasp the steps and refine moveandrdgynchronisation, can be seen on
the DVD (ch. 9). Chs. 9A and 9B on the DVD illus&ravays of learning in this circle, in
which the dance is repeated several times for gerhber to grasp the steps and refine
movement and synchronisation. In between, the relsemordinator gives guidance and
dances with them for “better coordination and clolsservance of the steps as well as to
raise their confidence levels” (Mdokwe, pers. cor@ September), as in ch. 9A, where
Gobingca belts out instructions and correctiongdRdless of the fact that this group
started to learn spiritual dance towards the erntietycle, they made such rapid progress
that by the time of the cycle-end meeting they wessly to showcase what they had
learnt in four weeks. This was true of Mdokwe’stgpative learning style, which, |
speculate, might have helped in overcoming sontialitiarriers to success in this music
circle, which | report about in the next chapter.

4.3.11 The Visual Art Music Circle

This new ‘music’ circle focused on painting. Itdyptwo members, Sonwabile Malindi

(an artist) and his assistant Patrick Gobeni hadchabout the MPAR project and towards
the end of Cycle 3 Malindi approached me as tqtiesibility of them being part of it. (I
was not sure about Gobeni’s role.) There were ratynoccasions where Malindi could
show his art to anyone in the prison environmentl@was worried about the reception
of his work by the general public. Timing for thetting up of this group was not great so
we tried to use the last three weeks of the cycket them up for entry into Cycle 4. |
allowed them to go ahead to avoid the problemsfiaustrations that we had encountered
with the Hip-HopKwaito group, but | ensured that they were taken thrahghresearch
process and procedures, especially the use obtinegls. On 09 September, Mlandu, their
self-appointed research leader, held a meeting tivéimn:

Soso [Malindi] and Patrickjiyagonda ukuba ningene sele kulate kwesisigaba
sesithathu se projelfiyou are aware that you joined the third cycle kta stage]
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so what we are going to do we are going to planHerfourth oneFuthi
ndizakuthetha nani i- Engligi\lso | am going to communicate with you in
English] becausaiyayazi kaloku kudala ndisebenza nani, kwayeokesebenzi
wenu ndiyawazil know you can communicate in English and you kribe
language, remember it is not the first time thatharee worked together, and | am
aware of your artefacts].mlithi Soso4Soso, is that not so Ppought two of your
paintings lamfazi ubeleke umntwani nala ndoda itshaya ingfiiva woman with
the baby on her back and the man who is smokiriged.p

| welcomed her volunteering her services and tadioate this circle as well as leading
the choir music circle. It would ensure that shesék had grasped the MPAR processes
and procedures despite her illness. Her enthusieasitlear, as she indicated in her
journal:

| see my involvement with this group as the bigdetk and impact on my career
as an educator because at school | am expecteddb &ll the art forms and | have
not had an opportunity to link music and art. | sgeinvolvement with this group
as my moment to impart my knowledge about visuahad practise how | could
take this further at my own school with the leasn@ilandu pers. comm. 09
September 2007).
This was another indication, to me, of the ripgfea that the project had on participants
and the impact it might have at yet another lemelas excited that the MPAR was
beginning to offer such opportunities to people wbald explore and experiment with
them in their daily lives. Needless to say | cautid Mlandu to take things one step at a
time and use the last few days of the cycle to rengat both she and the two circle
learners were well grounded in the MPAR, and wége getting the action plan for Cycle
4 ready. The profile they generated on 11 Septesdidr “Our group is about moving
from crime industry to music industry, the leademe, Soso. We want and | am willing to
do my group out when I'm finishing my sentence &ath the young generation about

crime. Our dream is to open my own gift shop”.

Here, was a strongly worded expression about rétaion. Soso’s next entry was about
his educational background: “I start learning dragwvith a correctional official Mr. | do
not know to say the name in case. Patrick is nethighand | am going to teach him
because he wants to learn and helps me a lotrecaleays with him so that he can

observe when | do my work and we are homel3dgs, he must learn”.

3 Homeboys are people who come from the same plagendicile, for example, township, village, or city
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The benefits of involvement in the programme wdrei@us for Malindi, as he had started
drawing in prison and was (already) ready to temutther. The ideals of restorative
justice with its focus on transference of skillsaag participants was in evidence here and
was also reflected in Malindi’s profile, where atat that he had learnt drawing from a
correctional officer. From the profiles | could gbeir understanding of the research
process and was also able to make sense of whynGlebeame part of the circle. | was
looking forward to the action plans and their afsrat research in the next cycle. |
found some thoughts expressed by Mlandu in hengdwf 16 September quite intriguing,
indicative of a participatory, experiential and gireal approach to learning:

| have an idea, my plan is to take Soso and Patwiell these other music circles
each time | go to prison, especially that | seecti@r almost every day. | want
them to see what is being done by other groupsandGobingca and Skhulu
work with the groups. I can also learn from theratter than just telling them all
the time what to do and how to do thingenzi ggithi lanto yayisenziwa kwi
workshop ukugala konyaka soze siyigq[be,much was covered and discussed at
the first workshop at the beginning of the projeat, will never finishjthis will
help.Enye into izakubanceda badibane nabanye bazokuwtagokuba nabo
bakulentdAgain, visiting the other circles will be quiteafsl and helpful for
them, to experience how things are doiMgdybe it will help us think of ways of
how we can as a group link up with the projémto yokudibanisa umculo ne art
[particularly the idea of integrating music ant],aince we are going to be doing
art mainly.
| appreciated this view of fast tracking the leagnof the research processes and was
thrilled at this discovery of an alternative methiodntroduce new members to the project.
It signalled a development which sought to furtbietdo the panoptic trends in the prison,
bringing to mind Freire’s notion aonscientizacag@discussed in Chapter 1) in the way
research actors’ awareness of the power of knowléuey possessed and their capacity to
change was raised by finding alternative ways afglthings. It would help them position
themselves for participation in a meaningful way &tate themselves within a process

well under way.

4.4 Cycle 3: Part 2: The cycle-end meeting

A peculiarity of this cycle was the impromptu n&wf the cycle-end meeting, for which
there were various reasons. The ABET programmeadsricklaying Course were running
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simultaneously with the MPAR from July to Decemlaerd about 23 offenders in the
MPAR were also involved in these programmes. Ngxiséd not been available during
this cycle to assist with the organising of theleyend meeting, particularly with regard to
prison regulations and security of offenders. MesFpabout five juveniles in MPAR
were engaged in sports tournament inside and @ugsidon, and without Ngxishe it was
difficult to ascertain dates of their availability.

The growth that occurred in Cycle 3, especiallywlas research actors were
conscientised, | felt, to an extent that they wadyke to “name their world” (Freire 1990:
47) outweighed the problems and interruptions agpeed. Indeed, people got so
overwhelmed by determination and their confidermseto such levels that when the date
fixed for the cycle-end meeting turned out to beassible because of the absence of
many people, on the spur of the moment everyoneedgo hold an ad hoc cycle-end
meeting on 29 September. Participants were readispday their research outcomes, had
begun to turn the panopticon to their advantagsmesaking bodies’. As soon as | agreed
to the cycle-end meeting, preparations commenc#dzeal and vigour even though there
was only one day to prepare. The research leadersed to grasp the opportunity with a

vengeance.

Mlandu and Mosa - both used to working hand in haitd DCS - played the role of the
local coordinators. They managed to assemble sdlareh actors from the various sections
of the prison into the Juvenile Section since thkthat we normally used for cycle-end
meetings was being used for ABET classes. Dubutalsme yakuMdephmusic circle
could not be part of this meeting as they operatedide prison and time did not permit
for them to participate. Choristers in the Mthathair and circle learners from the
Conquerors (Double Quartet) had already been busdedst London earlier in the week
to prepare for a late celebration by DCS of Heet&gy that was to be held in East
London.

With the help of Gobingca and Mdokwe, a programnas quickly compiled with
Kholiswa Mlandu as the programme director. Mafundade the Opening Prayer. Only
six of the 11 music circles managed to presentsainavcase the results of their action
plans but this included presentations by the newitGal Dance, Hip-hogKwaitoand
Indlamecircles. In addition the Youth Gospel and Keyboankic circle uhubhe / imfene



andisicathamiyagroups made presentatioi$is was quite good for a day’s notice, even
though everyone had been expecting the eventabalA closing prayer by Gobingca
brought the cycle-end meeting to an end. | was tiatlit took place because through it
there were shift in roles: everyone got involved afi worked together to ensure its

Success.

The absence of a printed programme and the cramerace were the only visible
evidence of a quickly mounted cycle-end meeting presenters spoke off the cuff but
gave sensible and powerful reports, evidence oitne participants were by now attuned
to the research process. Mafunda was the mediageanéthe event, and it was because
of his efforts that it was recorded.

On this day we also had an open discussion to afisesycle-end meeting and the
presentations. | was here mindful of what Macg(d:@87: 9) says: “PAR demands that
those most affected be involved in setting resepachmeters”. My intentions were to get
everyone at the same time to agree and decide ahwduld be presented in the final
cycle-end meeting and what should go in the fiepbrt with regards to the participants’
contributions. The open discussion served as sanaedt evaluation and a platform for
critical reflection and dialogue among the MPAReaagh actors, as it involved a variety
of people in different roles and functions in thiejpct - facilitator, research leaders,
coordinators and music circle learners - all freddpating and discussing on the same
platform.

4.4.1 Integration of music and other life skills inthe Isicathamiya music circle: The
Peacemakers

The first presentation of the afternoon was fromnkwisicathamiyaleader, Sive Ngetho.
It was necessary to ensure that he had graspestitiseof report preparation and
presentation, which is the crux of PAR. Althoughwees only six weeks into the
leadership position he managed to prepare andmiraseport from memory. One of the
exciting extracts from his report was on the methaogly the group used to learn new
steps. Once all the members had tried their hacdeiating the steps, he said, they would
then as a group go through a process of seleatidmreerging of the most appropriate
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steps and movements for adoption as sequenceg#otieular song. To me this plan
signalled Habermas’ (1996) communicative actiontlyh consensus, which is one of the
educational and empowerment goals of PAR.

His report brought a fresh perspective on the ingmme of physical training and how this
impacted on vocal technique and voice productidms &wareness about healthy living
exemplified other rewards of learning that occuredr time and emphasised the social
nature and praxial (action and reflection) valuenofsic (Plummeridge: 1991; and
Alperson cited in Regeleski 2002), that is, musadidity to affect other socio-cultural and
psychological domains at both theoretical and prakckevels. Circle learners had spent
some days running around the field and doing pyshbefore embarking on singing
exercises and singing of the songs. Ngetho tooledone talking about career directions
in music and pricking their minds on the music gsrthey would like to be involved in.
Seemingly their involvement in the project revitbd research actors’ hopes and plans to
pursue music as a career outside prison. Obviauslly discussions were intellectual
exercises that brought to life their opinions arews about their future. For me, this
reflected a higher cognitive level of thinking abathat they were doing, especially
dramatic given that earlier in the cycle the grbag so clearly been unwilling to progress
and develop musically and intellectually. Clearlgdtho’s leadership had brought some
fresh ideas to the group as well as new memberssireport Ngetho gave reasons for
recruiting new members, which | have translated:thu

We decided as thisicathamiyato recruit them to be part of the group before they
get contaminated by the ills of the prison. Thesotieason is that they were in our
age group and it was necessary for us to demoastrahem that they can use the
prison environment and the programmes offered &mgé their lives and identities
and involve themselves in constructive venturesoAlve wanted to demonstrate
to them that one’s life is never at a standstildaese of imprisonment, instead they
can use the time to redo their lives and learn themngs.
The idea that ‘life is never at a standstill’ eveside prison relates to the panoptic-wise
sense that these musicians behind bars were aggiuNgetho also shows here why he
would choose to promote the singing and performancacathamiyamusic in his
community, because it is a means to communicatedhe of traditional music in
changing people’s lives. The reflectiveness ofghetation above is also evidence of his

grasp of the self-reflexive process of PAR.
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4.4.2 Acquisition of PAR-related skills and knowlede: The Hip-Hop Kwaito Music
Circle

Research leader Sibusiso Mshiywa and circle leanwere new in the life of the MPAR
project. During the dialogue between the reseancidinators and myself on 30
September | had advocated flexibility, drawing #itiention of the participants to current
educational goals and strategies that emphasisesgéivways of arriving at the same
educational result” (Goodall Phase 8 1997: 11). fEisearch leader’s report commenced
with a background to the formation of the group hod it was reduced to four circle
learners with the transfer of five potential mensbieranother prison. He explained their
struggle in finalising their absorption into the MR because of delays in meeting with
the local coordinator. The group found freedom withe controlling prison environment
by composing their own songs, the texts of whighhghted advocacy for change in
criminal behaviour and their attempts at rehahihtathemselves. This raised them to
higher levels of creative use of incarceration tane recalls DeNora’s (2000) notion of
music for aesthetic agency and Foucault’s prinablese of music as a technology of the
self (1978).

A further highlight from this report was Mshiywatéemment on the valuable support they
got from Ngetho even though he was not part ofriisic circle, and Nomesi, who made
it possible for them to have some instrumentalriretion with his newly acquired
keyboard skills. This allowed them an opportunaydarn to perform to accompaniment
rather than just “singing capelld. The fact that they used the teercapellawas further
evidence of their having absorbed an increasingawagabulary.

4.4.3 Teaching and learning strategies in thiendlame yase Nyandeni Music Circle

As already indicated in 4.3.7 above, the existeic¢his group came as a surprise after the
departure of Dubula, and their continued existexscpart of the MPAR was not properly
communicated until the cycle-end meeting. The nesearch leader ‘Mawawa’, presented
his report as one of the new research leaders, wiimad decided had to be part of the
day’s programme since they were being evaluatethofirst time here. Mawawa'’s report
explained to me why there were delays in the coation of this group. After the
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departure of Dubula a number of other members dicraircle were also released from
prison, so only four of the older members remaimeduding Mawawa, who was by

consensus requested to lead the group (pers. cathBeptember):

Kuzo zonke iingxaki ebesikuzo, bekufuneka ndicemggolisa ukuba asivumele
sisebenze njengoko ililungelo lethu elo. Ndithedi#ona ukuba bayandisokolisa
ndaya kwi ofisi ka Recreation. URecreation ke awdiédd ukumcenga xa kufikelela
kulomba ngokuba nguye okufuneka ebonile ukuba ampabayafundiswa and
ayafunda njengoko imithetho yeejele isitsho kveeli.

[Once | got tired of begging them | decided to wtrkough the unit of Sport,
Recreation and Arts and Culture whom | did not hiaMeeg to assist us as they
were charged with the task of ensuring offendexkabilitation through the arts. It
was part of their mandate, according to the lawthefcountry].

His report indicated the nature of the strugglesdincle had to work at their research
endeavours. It was doubtful how much they inteheted how much debate and dialogue

ensued as his report was more personal than de#edievoid of any reference to team

work:

Ndithatha umntu oseletitshekile. Ndiyajonga nd@hi lo akatitsheki ke
andinakuhamba naye ndiye kude. Kufana nomcimbiemnee; nokuba kuyanetha
zininzi iindawo zokusebenzela, apha ejele manimzhelo nala okutyela, sisuka
siswaye izitulo sisebenze.

[l focused on those who were knowledgeable. | labthem and decide on who
has progressed and who has not and make a dettisiblwould not go far with
those who are behind. The matter of venues is podlalem since there are a lot of
halls in prison including the dining halls where gan simply move away some
chairs and create space for learning.]

The first part of this was worrisome, as it rantcary to the idea of “cultural action for
freedom” (Freire 1970: 57), defeated the purpo$elatogical learning and
communicative action advocated by Freire, who ssaugsion and agreement “taking the
place of revolution as a mode of change” (Ibid:. B4awawa seemed to see himself as a
leader with followers. Part of his report indicated selection procedures for those who
would participate in events. He highlighted how ¢haerly members complained about
him not selecting them to be part of the team leudild not allow anything to distract or

discourage him. His next comment explained howaeit

Ewe ndiyavuma ukuba apha ejele siphethwe ngamagaddwa inkcubeko ne
nguqu kwizimo zethu ixhomekeke kuthi. Yiyo lonithindk ipolisa
lisayokukhupha amabanjwa ndishiyeke mna nidigaizatxibo zendlame
ukwenzela ukuba nokuba ibanjwa beseliphoxeke kamgaik libone ukuba mna
njengamphathi ndizimisele ukusebenza nokuba iXestiaci kangakanani.
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Malithi libuya lifike mna sendinxibile, kwaye xaiyakukhangela oogxa bam
kwenye i-section nabo babone ukuba sendilungeleellanza, itsho ke loo nto
ibenze nabo bakhawuleze banxibe bangatyhafi.
[l agree that in prison we were under the rule amthority of officers but our
rehabilitation and learning depended on ourselVks.idea was for them to pluck
up courage and get ready to work, no matter hdlg lime was left. My aim was
to ensure that when the officer in charge came back releasing offenders, they
also should realise that we were serious aboutethearch we were involved in.
And in my opinion that would encourage them to irdrately get ready to work
and forget about other things.]
His enthusiasm and determination was not agaiesgtma of the group and but challenged
the ‘rule and authority of officers’. Indeed, itpacted on the participants as the circle
learners grew from four to 19 by the middle of tlyele and eventually to 47 by the end of
Cycle 3. This, in my opinion, was not ideal! Buiedst the circle had become substantial,

and people could influence the style of the groufuture.

4.4.4 Teaching and learning strategies in the Sptral Dance Music Circle

Nomesi’s presentation simply indicated their initeluctance in taking up Gobingca’s
challenge to incorporate spiritual dance in theagpamme of activities, and higlighted
their method of learning (which we have seen).dswbvious that his report writing still
needed attention. It was quite short and glossed problems. | was not sure whether this
resulted from the last-minute arrangements or wastd our failure to make the leader
hand in his journal. | was only hopeful that theses another cycle to come which would

give them a chance.

4.4.5 Practical presentations

The next phase of the programme was performancesbhidop Kwaito, Imfene
Juvenile Gospel and Keyboard, and Spiritual Dambe.whole cycle-end meeting was
much shorter than previous ones: two hours comparéde or six. Gobingca, Mlandu
and myself as evaluators with Mlungisi Ntlekeni,amsistant of Ngxishe, focused on
making skills-related observations. The presenanahternal DCS officer was an
important bonus: it served to complete the fivenpeialuation in this cycle.
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To great applause, the Spiritual Dance, gave tarast They danced to two recorded
tracks by the popular South African Gospel gromypdis Celebration:Love YouandLet
your Glory Fall.Coordination still needed refinement, so betweem#& we gave
immediate feedback to the performers and confirthedlay for the next cycle visits. This
immediate intervention was partly due to the imppturness of this meeting, which
became an advantage here as it created an oppgffumniesearch actors to analyse their
performances, talk, and creatively feed into tfelures and successes on the spot. (To
some extent, this made up for the lack of jourmg)in

Mlandu advised them to improvise more sequencevarnations to accomodate the

length of the songs. They were also challengedhbyetaluators to concentrate on their
physical fitness for agility and dexterity in panfang the dance. The Juvenile Gospel and
Keyboard music circle even got an opportunity tddagght two new songs, arranged by
Mlandu, to add to their repertoire. These songssgmted by Mlandu for everybody
including the perfomers and the audience (juverfilenders, MPAR research actors and
two DCS female officers), became the closing itéonghe day, after which we managed
to talk about attire for the new music circles.

4. 5 Concluding thoughts

This cycle-end meeting was different in more thaa way. Firstly, it was impromptu and
there were no invited research participants orreateevaluators; second, it took place in a
small venue; third, it was the first time in the MR project that we were able to give
immediate feedback to the music circles that presktineir work, and | found this very
effective and fruitful; fourth; the presentationtbé reports demonstrated some
understanding and knowledge of the research pr@esprocedures as well as the
importance of the journal for most of the presentBven the new research leaders were
competent and comfortably on board. The reporteetithe presenters’ knowledge and
goals about rehabilitation and what it meant fenthas participants in the project.

The problems encountered through the attitudesGf Dfficers needed addressing, but

from my observations there was greater progretseiperformance skills of the research
actors in Cycle 3: despite the disruptions, they &ot to show. As Freire notes (1993:
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53), becoming conversant with the process needisa lnderstanding, patience in
debating issues, care, levelling of playing fielasd the will to “raise the awareness for
successful emancipation of people from oppressiuatfons”. This, he added, is what
“dialogical learning thrives on” (Ibid).

The absence of the Choir music circle was distgrisince we then had no way of
checking their progress. | had already expressadera to Ngxishe about not being
informed by the managers about the continued absgfte choir, and about the empty
promises to ensure their availability for the cyeted meeting. While the organisational
processes in the prison system affected the snmaothing of the MPAR project, the
organisational and management skills of the rebemetors were elevated to a higher level
than in Cycle 2. | was glad that we still had aeottycle to refine things and assist
offenders towards seeing their attempts as pdheoprocess of rehabilitation, towards
changing their lives for the better.
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CHAPTER 5: FOURTH CYCLE: END OF MPAR PROJECT

5.1 Introduction

The cycle-end meeting on 29 September 2007 brdbgtie 3 to its conclusion and
ushered in Cycle 4, with researchers continuingp witimproving, the same topics. Cycle
4 effectively commenced on 01 October 2007 andliied on 29 November 2007,
spanning two months instead of the usual three €inde this was the final cycle and a
closure of the MPAR project, there was quite adaggoup of experts who participated as
invited research actors in the cycle-end meetiogtife fifth level of evaluation.

The shortness of the cycle was not originally esyesl. | was alerted only at the
beginning of the cycle by the offenders and KholMdandu that because of DCS security
regulations there was an official moratorium ondbavities of offenders outside prison
from 30 November to the second week of January gaah in all South African prisons.
The panopticon seemed to be working against the RIP#ject at this juncture
particularly as none of the officials had infornmad about this important regulation.
Although worrying, this news proved to be anotmelication of the research actors’
commitment to and grasp of the PAR method, whiale recluded taking care of the
completion of the project. Once | knew, we hadgplan (as is customary in the PAR
cyclic pattern anyway) and shift the cycle-end nmgetorward, but knowing the
limitation of time well in advance, it was easilean it had been in Cycle 3 to draw up a
list of invited guests and more importantly, evatus.

The number of music circles (11) and the numbeeséarch actors (147, excluding
myself, Makroza Ngxishe, the community expert (KéoIMlandu), and the three research
coordinators) remained the same. No one left oiedithe project in Cycle 4, although
there were ‘applicants’, and had we planned toinaet numbers would have increased.
The groups, which were not any different from thevpus third cycle, were as follows
(see Fig 12):
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Fig. 12 Music Circles and their topics in Cycle 4

Name of the Circle | Focus / Genr: Research Leade | No. of Circle
Learners
Thuthukan Uhubhe/ Imfene M. Madikizele 8
Aampondoo
The Choi Choral musi T. Papa Msawu 3C
V. Tshayimpi
The Conqueror Double Quarte C. Qoboz 8
The Pecemaker: Isicathamiy: S. Mabht 1C
The Recorde Learning to play th: M. Mpopc 6
recorder
The Juvenile Gospr | Gospel singing an V. Majanti 7
and learning to play the
Keyboard keyboard
Indlame yast Indlame ‘Mawawa’ 35
Nyandeni
Nyanden! Indlame N. Dubule 32
yakuMdepha
The Spiritual Danc' | Dance N. Nomes 6
The Hig-Hop Kwaito | Hip-hopkwaitc S. Mshiywz 4
The Visual Ar Painting and desi¢ S. Magung 2

As with previous chapters, Part 1 deals with thdecgctivities and events and Part 2 with
the cycle-end meeting. This cycle was even moré@oented than the previous three and
activities centred on preparations for the cycld-sreeting. Although none of the research
actors were told to do so, they all focused atbentin having skills to showcase at the
cycle-end meeting; they were bent on showing therases panoptic-free musicians who
could perform and speak well in front of a diveaselience. Majanti (pers. comm. 13
October), and his circle learners who experientéitirsg attentions, moods and interests
as the project continued were now preoccupied ghthwing that Singabantu
ababalulekileyo kweommunityesiphila kuyo apha jele nathi sinngawenza umakhluko
[we are important people in the prison communitg e can make a difference].

We redesigned our schedule for visits to preparéi® cycle-end meeting, the four
research coordinators (Gobingca, Mafunda, MdokwEeMlandu) working tirelessly as
they went to the Centre almost daily except forkeeels. They ensured that at least two
coordinators were at the MMCC every day, becausast evident that the groups met
every day, so there was lots of activity and | lspiale details of the music circle’s
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activities below. I continued to visit them once@ek and twice weekly in the last two
weeks. At this juncture | swung among participag®n administrator, organiser and
funder: designing and developing evaluation matend programme, arranging the
venue, communicating and making arrangements withfar the guests, sending out
invitation letters, organising sponsorship for caig for the day, and purchasing costumes
for at least three circlegnifene, Indlamand Spiritual Dance) and art material for the
Visual Art circle. This is another area where theAR differed from projects like
Goodall's (1997): there, the participating teactveese able to develop financial
management skills from budgeting and accountingtfertransport money for their group
members. In the prison environment the acquisiioimancial resources and the
opportunity to empower research actors with sudicidmance skills was out of the
guestion. Even those who earned meagre wages firoreswere allowed access to those
funds only when released from prison.

As part of the preparations of the final cycle-emeeting, from the first week of
November, Mlandu had embarked on a physical fitpesgramme for the offenders, one
of her typical impromptu but development-focuseshisl which came out of the previous
cycle. Here, offenders were subjected to a dailjine of morning field exercises and
track running of at least five laps per day. Altgbhuhere were daily visits and obviously
lots happeningluring the cycle, there was also problem-solving andveldging idea for
finalisation of the reports of the research leadethe end of it. More attention was
inevitably paid to the evaluation at the first thievels: self, peer, and research
coordinators’ evaluations inside prison. One clmgleethat stood out was Mpopo’s refusal,
during the cycle, to have the two gender-centrédtisal dance cycles combined and to
present a report for the female spiritual dancéecy&lso, more pronounced for me was
the absence of about 42 members from three musiei the Choir, the Double Quartet,
and the two-member Recorder Group. These threecrausies worked on higher
cognitive level music knowledge and skills acquosit

The drafting and editing of presentations (patheffirst three levels of the five-point
evaluation plan) was surprisingly limited to granticel and language editions and most
of the draft presentations were this time aroundemeflexive and specific about what the
circle learners had achieved and what they hopeld ia the future, after the MPAR. By
this time | was left with one DCS official, Mpopdhe intern since Mduduma had left in



the middle of cycle three for Idutywa. My major €scat this stage was, having done some
preliminary analysis at the end of cycle two, idigiig any new emerging themes as
possible data for further analysis and interpretakiut there was none. Little did | know
that on the day of the cycle-end meeting more sepwould emerge. | further expand on
this in part two of this chapter.

Both the Double Quartet and the Recorder group neesnberanter alia choir members,
and the choir was bussed to Fort Glamorgan CoaraitiCentre in East London for
preparations for a festival and other DCS actigiti@onsequently, about 40 circle learners
from these music circles did not function at althe fourth cycle, save their telephone
report that they were continuing to work while iagE London in anticipation of the cycle-
end meeting, for which their availability was (sgdiot to be. In the rush to get all prison
activities done before the 30 November, DCS haal ialshe process organised a
graduation for new DCS officers in Port Elizabethene the offenders’ choir was to
perform, and immediately from that event they waished off to Cape Town for the DCS
festival. Both these DCS activities of which the M®had no control over, affected the
whole cycle including the cycle-end meeting as miner of offenders were in East
London at the end of cycle three and in Port EEthlin the middle of cycle four, and on
the 29 November, the day of the cycle-end meetivey, were in Cape Town. The festival
was a new venture with DCS after the NOCC and wendi know that it was scheduled
to take place on the same day as the final cydieregeting. All efforts to get the choir
members to the MPAR final cycle-end meeting failedluding soliciting help from the
area commissioner and the minister of DCS.

Effectively, then, three music circles, the Recoyrtlee Choir and the Double Quartet did
not take part in the last cycle, and the recordasioncircle was reduced to two-members;
others dropped out of the recorder music circlecMas we were affected by this and also
very pressed for time, for the first time in thigle | was able to have an open discussion
with all the available MPAR members on 5 Novembeound the programme of the final
cycle-end meeting, and confirm biographical datthefparticipants for my archives as we
were nearing the end of the project. Also, this mgswvay of bidding farewell and seeing
all participants as one large group before theezgdd meeting. Further, | intended to
conscientise and encourage them to gear themaghvies taking responsibility of their
learning and implementing the skills and knowledgaed from the MPAR in their future
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in and outside prison. Having accomplished my psepoith this meeting, in Part 1 below
| discuss what happened during the cycle despé@litficulties.

5.2 Cycle 4: Part 1

Needless to say, there was insufficient time ferXfh music circles’ research actors to
develop their topics much, let alone venture irdamdeas. The cycle built on strengths
acquired from Cycle 3, strengthened weaknesseswdised in Cycle 3, and
psychologically, physically and musically prepapedticipants for the close of the
research project as well as the cycle-end presensatCycle 4 was used to gird all efforts
towards the final presentation, in which eight oil1 music circles participated,
includingIndlame yakuMdephayhich since Cycle 3 had operated from outside the
prison.

5.2.1Nyandeni yakuMdepha - Indlame Music Circle

This music circle was my most immediate concerreome knew this cycle wagoing to

be short, because it was a relatively new groupatipg fromkuMdephavillage, about
157km away, not easily accessible to other pa#ditipin the MPAR. Ndoyisile Dubula
remained the leader and continually tried to pedeuae to visit them and gain first-hand
knowledge about their research efforts, and | weagantly surprised that he still called it
research even after he had left prison. And sag that on 13 October Dubula, Mafunda
(the research coordinator) and | were on the waystiothe group in their village. Dubula
had come back to Mthatha specially to bring us ltadks village, and he and I finalised
the arrangements for the trip the day before we'fef

Our conversation on the journey ranged from howuabad received the support of the
village ward councillor (known by his clan name INibe) to start the group, to stories
about prison life, including the lighter momentattbffenders shared with the officers,

** As with the previous cycles, | present some ofttaeslated conversations, stories and eventsrastea
by the research leaders in inserts because thayudeslengthy, while the verbatim IsiXhosa oridigaotes
are footnoted on each relevant page.
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especially when they were performing at eventsidetgrison. As we travelled, in a
joking manner he told a story of how they wouldtdetters to and from their girlfriends
inside prison. Although told as if it were a joklee story provided additional insight into
the harsh realities of incarceration and the paefations that prevailed there. | also
understood why he could not have shared this stbile still serving time:

To communicate with our ‘girlfriends’, we would &koil and form it into a ball
and wrap the ‘letter’ around it with a twine or wao whatever we would find and
throw it over the wall where the female courtyaraisvin the hope that the offender
who found it first would hand it over to the relewvgerson whose name and that of
the author appeared, not even knowing if they weitside at the time or who was
on the other side. Sometimes the letter would Emlknock hard on the chest of
the officer in charge, Boy! The owner of the lettexs in trouble! Some days much
later you would then receive a response with newisaw she got into trouble and
beaten up because of that letter. This handkerthaefi am using is one of such
‘post office deliveries’, | got it from a femalefehder (Dubula, pers. comm. 13
October)>®
This showed some creativity, and showed how thenatérs continued to try and live as
normal a life as possible. For them all was not ibshey were sometimes successfully
able to communicate with female offenders secrdiiselationships could still be formed
even in prison, regardless of the inauspiciousuanstances. This story also demonstrates
how offenders generated positive energy and cigatio overcome their panoptic
circumstances and thematically and discursivelysgme transformative and humanistic
actions to articulate a set of individual/and ociile reflections even in the confines of
prison and the dilemmas of communicating openlyenrsadirveillance. | would also like at
this point to remind the reader of Dubula’'s odd d&ebur while imprisoned with

numerous attempts at dodging submission of his)gwas told in Chapter 3 above.

Dubula told us about his conversion to Christianiisough Umtata Christian Church’s
prison ministry members, whose visits made an impachim. Other information more

%5 Into esasiyenza besithatha umhlaba siwenze ubalgilsibophelele ileta le apha kulomhlaba ngentambo
or loo nto unokuyifumana, uyiphose ke ngoku ngaplagonga. Elo xesha awazi nokuba kukho bani
kwelacala. Mhlazimbi lomhlaba ubethe mpu! esifulsepiolisa. Wow! Hayi ke umnikazi phepha
usengxakini ngoba kaloku besi bhala phaya ukubla kabani ileta le kwaye isiya kubani. Uve ngeny’
imini, kudala, ephedula ukuba ‘ndabethwa’. Yindlkéaebesizonwabisa ngayo ke leyo nangoku elitshefu
ndalifumana pha ejele koloposo lweleta, ndayifumiana female.
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relevant to my research concerned the problemsaieehcountered trying to address the

issue of prison gangstet’:

Those people are troublesome, they think becaesehidive a number (an
indication that they are gangsters) they can uatd@rever and whenever to
intimidate us who do not have it. That thing is @ste of time, they do not realise
that they can spend the rest of their lives ingorisecause of it. What is interesting
with them is that they think they can have thekecand eat it, they want to be in
music groups to get parole, at the same time treyt to be gangsters, and the two
do not go together. In dealing with them in the ime#cle as they try to make
things difficult for me, | would tell them that weere not there to join gangster
groups but we had gathered to learn to damdlame Besides, | would call Mr
Ngxishe and tell him that they were trying to preeor turn us into gangsters. The
next thing you know, they are nowhere to be e@ubula, pers. comm. 13
October).

| was not sure of the validity of these claims hybDla but at the same time | had no
reason not to believe him, and | recalled Sandiskigd in my Masters work sharing
similar thoughts about gangsterism among offen(lessni 2002: 34). Such revelations

shared, this time, by Dubula brought me to redhs¢ some offenders involved in
gangsterism might have accessed the MPAR project.

Weis and Fine (2004: 96) have drawn our attentmihe roles and responsibilities of
outside scholars in relation to inside scholarghan PAR context to “seek to organise all
aspects of the intervention and research throughodeatic participatiorand choice of

information for inclusion in the research projgoty emphasis]”; like other projects, they

add, “our practice did not always live up to thesigae”. This is also true of the MPAR

because it was only after Dubula’s release froragprithat he could narrate such stories
and the inclusion of such stories in the thesis avdscision that Dubula and | had to agree
on. Areas like this highlight the extent to whicARPresearchers in prison can (or cannot)
speak the truth, which affects how their reports raade. Weis and Fine (2004: 98) refer

% Hayi ababantu bayahlupha, kaloku bacinga ukuba Katrmenombolo bazakuyisebenzisa naxa behleli
nathi thina singenazo. Lanto le iyalibazisa, abadjarkuba ingamgcina ejele umntu ubomi bakhe bonke.
Loo nto ke bazifuna zonke ezizinto, bafuna ukuphejela kodwa nenombolo bayayifuna kanti azihambi
zonke. Bendiye ndithi xa ndibona ukuba bayagalabdigokolisa ndithi ndizakubiza umhlekazi uNgxishe
ndimxelele ukuba wena ufuna ukusijoyinisa inomlaploa kanti ke thina sizokusina indlamu. Umbone
elahleka, angaze aphinde abuye.

*" Hayi ababantu bayahlupha, kaloku bacinga ukubaakinenombolo bazakuyisebenzisa naxa behleli
nathi thina singenazo. Lanto le iyalibazisa, abagdjarkuba ingamgcina ejele umntu ubomi bakhe bonke.
Loo nto ke bazifuna zonke ezizinto, bafuna ukuphejela kodwa nenombolo bayayifuna kanti azihambi
zonke. Bendiye ndithi xa ndibona ukuba bayagalabdigokolisa ndithi ndizakubzia umhlekazi uNgxishe
ndimxelele ukuba wena ufuna ukusijoyinisa inomlaploa kanti ke thina sizokusina indlamu. Umbone
elahleka, angaze aphinde abuye.
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to this dilemma as the “intellectual and politigaiwer of organic intellectuals” that have
to thread carefully about what they report on tmidvjeopardising chances of, for
example, parole, at the risk of successful datagmation and analysis because of the
limits of telling the truth. In some ways such an8 may be dubbed as people using PAR
opportunistically but Habermas (1971: 47) talkswaltbe fundamental challenge of PAR
called “scienticism” or what Kemmis and McTagg&0Q0) and Maclintyre (2008) have
called ‘official knowledge'.

Such knowledge to me illuminates the intellectuavwgh among the MPAR patrticipants
who became panoptic wise in realising what wouldknar not while inside prison. Also,

it emphasises the importance of close collaboratioa leveling of the playing field and
stabilising of power relations between the insidd autside researchers where decisions
about what is documented and what is not becomestarogative of the two. This
reinforces the importance of the values of the aedeer and ethical considerations in
presenting and analysing data of which both partiase to have control over by
dialoguing and agreeing on what is eventually dosuied. With similar commitments,
Hans Toch (1967) speaking about PAR in prison setierthe knowledge of convicts and
the humility of outside researchers. All of thededas and Dubula’s dilemma reveals the
way participants have to position their values asminers of the various music circles,
around issues that may not be easy to handle.

| was disturbed about the things that Dubula whisigeme which he apparently could not
say when he was in prison and it was also the tilms¢ that any of the research leaders
directly alluded to criminal activity inside prisowriting on South Africa’s prison gangs,
Jonny Steinberg (2009) asserts that what the @alits think and even what public
sentiment might be, the solution to crime and anatity can never be simply locking the
door and throwing away the key. According to Stengb(lbid: xix) “prison gangs are a
century old and avowedly political and yet horrilpigthological. They illuminate the fact
that crime has a history and a future”. To this @edposits that we need to understand
how the practitioners of crime think, that theitians have a past and determine the future
which is why in my view practitioners of crime hateebe stopped, and conscientised into
understanding that it spirals into a host of paditiand social problems that impede the
economics of industrialisation. | resigned myseidf discussing this with the local
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coordinator - Makroza Ngxishe, who | hoped wouldéhanore to share and advice on
dealing with this matter.

All the way up to Mdepha, Dubula received abou¢éhdifferent calls from circle and
community members who were waiting in anticipaticmecking on whether we were
indeed on the way. After a while we finally arriviecthe village and as we were waiting
for the performers to showcase what they had |ddeatit privileged to be in the company
of Councillor Ntshilibe, who told us how the grostarted:

About these children, Mrs Twani, we decided asmara this community to find
ways of keeping them busy because there was anaimliement that was
emerging. Also what helped us was my work as a@tanfor local government
where | learnt about ways to keep the youth bussretare even projects for
adults. We had already started when Dubula gotaecated and | asked his
brother to lead the group in his absence. Thewlkhgfted children; even their
grandfather and father were greatlamedancers. There are a lot of other things
that they are involved in, in this community, wevb@awo soccer teams and a group
of uhubhe/imfendancers. Dubula came at the right time because anted
somebody to train the youngsters. When Dubula dzamuk there was no problem
with the community using him; instead he got suppecause everybody knows
that he is not a troublesome person, it was onhjisrdrunken stupor that he did
what he did, even the whole community feels thatghrents of her girlfriend were
just mean to him. We are happy that he is movimgded in life especially that we
are also able to connect with the university throbgn, which gives us hope. All
the participants are eager to go and perform atah@ng function at the
university, you will see, we will not disappointyd®

The ideas expressed by Ntshilibe above strongigudate the amount of active citizenship
that permeated this poor village community and lowscious they were about curbing

idleness, which much of the time results in apahy crime. The DVD footage with
Ngushe brushing up on his dancing skills and the woman dancer, are a case in point.

*®Ababantwana wena Mam’uTwani sadibana singabaz&lbeisana ngob&wakusekugala ubundlobongela
kule lali kuba kaloku akukho nto ibibagcina bexalelKuba ndisebenza kwa local government
ndafumanisa ngeendlela zokugcina abantu belali nakana bexakekile bangazokwenza izinto ezi wrongo.
Yena lomfana wathi ukwenzeka kwesasehlo sakhelkhdafiatakwabo ukuba abe efundisa abanye aba.
Baphiwe wena phaya kokwabo, utat’ omkhulu noyideovieabeya kwasina lendlame. Zininzi ke nezinye
izinto abazenzayo, bonke abangafuni isikolo savamaesingabahlali ukuba xa bengafundi bengaphangeli
mababe nento abayenzayo. Ikhona ke ne team yasmkahentso wemfene bayawenza. Lomfana lo ufike
ngexesha elifanelekileyo kuba besifuna ukufakavedoma ababelali. Sithi siphuma isikolo kube kugala
esisasekuhlaleni. Lo mfana naxa ebuya khange kohaikaki ngakuye samthemba ukuba aqale eligela
kwaye aliphathe ngoba wonke umntu apha elalini wageukuba yaba yingxaki nje yotywala, noko yena
ubengengomntu wankathazo, nakula mzi wakulala ritgaiiine wonke umntu apha elalini wayothukile
ngendlela abenza ngayo, babe mmunyela nje. Siyahingaxa kucaca ukuba ughubela phambili,
ingakumbi ke xa sikwazi nokuthetha neUnivesithip kthemba elo. Ababantwana bazimisele, ke nakulo
mnyadala uzayo pha eUnivesithi, Hayi! Uzakubabdmanakusiphoxa
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(See DVD chs. 10 and 10 B.) It was strikingly bé&autand these days unusual to be
interfacing with a traditional rural community thatas so conscious, sensitive and
committed to community development and capacitydng, thus creating other ways of
ensuring creative, sustainable and constructivesitians to and from the different stages
of life for all the community members. The sponian@nd communality of African
cultures, where members of the audience are inciteéncourage the dancers and the
community at large with words of wisdom, spurrifgein on in their endeavours, is
evident in the DVD footage (See DVD ch. 10 C). Ttusscientisation of the community
about the importance of civic participation and siignificance of Dubula’s return were
heartening. It augured well for Dubula’s intenticarsd that of the group, which were to
register a company and establish relations withObepartment of Sport, Recreation and
Arts and Culture.

Once the group’s presentation began Mafunda reddddéb footage and took
photographs and | made notes. Dubula had achieuetl mithin a short period of time,
particularly as the group he put together had émly original members from the 12 that
his brother had worked with (the rest of them hatjgbs in the mines). All the dancers
were males, aged 14 to about 30, while the singaishand clappers were young and old
females, as is typical of Nguni music in South &dri All together the music circle was
made up of about 32 to 35 members. What Dubulaabhkved indicated his successful
use of the PAR method, in the sense Goodall me&es whe says, “All of us can
become a kind of teacher through action reseanske ppay careful attention to what the
method helps us to do” (Phase 8 2000: 4). It dieoved one of the action research
principles that research “does not cost us monalods not totally depend on our further
funding” (Ibid). Even at this stage their dancepstevere synchronised and uniform,
enthusiasm and enjoyment could be openly read fn@n faces, they displayed a
professionally coordinated performance. | notethinjournal, “Wow! | have never seen
anything like this; it is so refreshing, the origiity, the dedication, its all so amazing”.

Their repertoire was also varied and interestingbida had composed all six songs:
Ndaba ngatheng’ iseluléEven as | had bought a cellular phgn&lolweni maAfrika
(Greetings to Africans He! Mam’urwaniyizokubongHey! Mrs Twani, come and Sge
Thabo Mbekijlngculaza[Aids], andisidlalo somphath|the leader’s free style
performance] in which Dubula did solo sequencegyTdombined singing, chanting, and
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co-ordinated dancing, interspersed with free-stybvements from the leader. (See DVD
chs. 10 A and 10). Because this was the first e¥airpad of the long-term potential of
the MPAR, my journal entry on the day read, “I dabbergasted, and this is so touching
and | did not realise the appreciation the peogleatoout my work”.

The activities of this music circle were afterwaocdgsnmunicated by telephone as we
prepared for the cycle-end meeting, but visiting ginoup in its location gave me a good
sense of what, where and how they were moving fatwand | was able to make sense of
their readiness for the cycle-end meeting. Dubataea week later for a day to finalise
the presentation of his report with Mafunda theeaesh coordinator in charge of this
music circle, and a few days before the cycle-erdting Dubula called to request advice
about attire for his group. Before | could findaution Mr Ngxishe came to our rescue: in
fact, Dubula had already contacted him to seecitvoindlamegroups could usthe

same dress alternately, and so the matter waedéditthter learnt that they did not need to
share because the othedlamegroup (from prison) was not ready for the cycle-end

meeting (Ngxishe, pers. comm. 20 October).

5.2.2Indlame yase Nyandeni - I ndlame Music Circle

Recall that at the cycle-end meeting of Cyclel®&d been surprised when ‘Mawawa’
came up to present a report for this group becaeseere not aware that it continued to
exist after Dubula was released and all arrangesneathad tried to make to meet with
the group had failed. Thus Ngxishe and | doubtedl itwould continue and was anyway
suspicious that the MPAR was being used as a takiedf prison. Ngxishe now went as
far as to say, “In my opinion, Mrs Twani, they wilbt be ready for the evaluation
programme. | think we should just focus on Dubutesv groupngoba uDubula ke yena
uthetha into yenzeKbecause Dubula is true to his word]” (pers. coriinOctober).

Ngxishe himself had not been available for somefiong¢he project - the last time he had
effectively collaborated was a week after Cyclenéesl - but the group did indeed seem
nonexistent while we were frequenting the Centr€yule 4. The daily circle visits of the
research coordinators revealed, however, that Mavea been allowed by the prison
officers in charge of his section to go to the eyehd meeting as a research actor
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recognition of his attempts at leading a musicleiend also as an observer since he had
no music circle to participate in but not as a aesle leader. Once | knew this, |
encouraged him to attend the cycle-end meetingoasspective research leader.
Ultimately he did participate in Dubula’s musicaté since he was familiar with the
dances.

This incident reminded me how power play in thegmi environment can contribute to
the problem of conducting PAR in such an environimsomething to be constantly aware
of in manipulating situations and preventing profic tactics. Such a situation was in
fact an example of what happens when a PAR projgatison is not monitored enough,
which was something | wadsoresearching. In any event, it took us seven weeks
detect the problems that emanated from this musitecalthough it brought out the way
micropolitics is so crucial in PAR and the way anest always keep strategising about
how PAR exposes itself for intellectual scrutiny.

Mawawa'’s idea was taking over the music circlerditebula’s departure but he did not
communicate this nor did he understood the proeednd process of being a research
leader but at any rate his circle did not functsra circle, so that left us with 10 circles,
nine inside and one outside prison, of which atcjwe-end meeting the Choir and
Double Quartet could not participatedlame yase Nyandesomehow regrouped later,
because when after six months | visited MMCC on iRaBay on 28 June 2008 to hand
over certificates to MPAR participants, Mawawa’'sa&ene of the groups that performed.
They had recruited new members and learned theeddiaps, which considering that he
had almost new performers was commendable. | vaakthhat the effects of the MPAR
had rubbed off on to him in such a positive manasme himself reported to me
(Mawawa pers. comm. 28 June 2008).

5.2.3 The Recorder Music Circle

The two-member Recorder Music circle (Qoboza andwdg worked on their own

without a research leader, under the guidance birngoa (and research leader Mpopo

was focusing on the Spiritual Dance circle), sad¢heere no journal entries from the
group. It was difficult at this stage to work out&ther she had abandoned the group
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altogether as there was no formal submission fremadnthis effect, only frequent hints to
Gobingca that she mistrusted some of the offendéris.was another failure, perhaps,
attributable to running PAR in a prison environmdrite research coordinators had one

misfortune after another during Cycle 4, for exaenpl

Our cell phones were for the first time taken kprison warder at the main gate
and we had to sign for them in a book. As we finglt into Mr Ngxishe’s office,
our usual waiting room, we had to wait for yet d@othour for Mr Ntlekeni to
attend to us and remember it would still be anotvest for him to fetch and bring
the offenders for the circle visits. | could notghbut notice Mosa'’s facial
expressions which were showing amazement at Nti¢idabingca, pers. comm.
13 October).
Further, the actions, and utterances of DCS offiee laden with unspoken meaning,
these in turn causing significant “facial expreasiothat signified disbelief. These
utterances and expressions are part of what fdmmkind of ‘text’ that | was already
beginning to deconstruct. In teasing out such ‘tiagand rhetoric features” of a text, a
deconstructionist view such as Derrida’s takes rhean that you learn about unexpected
relationships between participants and behaviamfwhat the different players say or do
(Derrida 1997: 132). Clearly a story was being camitated by Mosa's facial

expressions that we could not immediately undedstan

Gobingca’s journal entry of 19 October, sharedhirinsight into the shifting moods that

lie behind visible signs of emotion:

| was not happy that Cingile did not come and theais no reason forwarded, may
be he is not aware that we are here since heother cells. | now realised that the
problems experienced by other members were noubedgawas difficult to learn
to play but they were just not practising what thag learnt in the lessons and
then forget.
We realised that nevertheless this circle was gitiexg to fulfil some obligations to end
the year on a positive note, even if just a quaspérole releases. For me it became of
increasing importance to acknowledge that we atloawcircle learners to invent their
ways, processes, and goals in order to make tiwgirsense of their role, responsibilities,
participation and achievements in the project, esfig as it was progressing to its
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Gobingca’s journal entries about the Recorder Gindjzate some inconsistencies: at
some point in Cycle 3 there were four memberspbiit three or at times two in Cycle 4.
| could only deduce that he was fighting againksbdtls to keep the group going. His
observations on 19 October brought some reliefya@omscience:

| introduced a new piece for descant and treblerters entitledMy Sarie Marais,
an Afrikaans piece. | first played the piece farth playing it on both the descant
and then on the treble recorder. | asked them itatenthe notes | was playing
starting with Papa on the descant and followed Witkumzi. After singing it, we
went back to the instruments and played with thieeir parts one after the other.
All this time we were working on bars 1-4. Whewrftlthey could play bars 1-4
very well. The day was hectic but | enjoyed doing thing that | like most,
making music and helping somebody to learn.

Circle learners also complained that we take tog km come and this is the reason
they do not show up. Inmates denied this and saglhof them are involved in
sports but Mosa tried to explain why they cannohedor music when there are
sports because all staff are at the sports witlodplo guard them when they are
up here. Things are not easy in prison.
Gobingca used graphic notation as a tool for legrto play the instrument, and what |
liked the most was that he discovered it througheexentation. | felt that the meeting
with the research coordinators on 19 November witisat because the powers of
reflexivity of my research partners was being stretl quite strongly as we dialogued and
debated about their experiences during the ciisiésvand how they perceived the nature

of prisons and behaviour patterns among its retsden

What transpired from the incident on 13 October thas the officers liked to be
associated with the project as it added valueag#rformance of their duties (the success
factor of the project was a credit to them), atdame time, they got irritated if ‘their
peace’ seemed to be disturbed. Mlandu had an stiegetake on this issue.

The way prison system operates, is very queer,M@ani, and it irritates me
because these policemen always boast about tHadsoihat they have won as
Mthatha prison but when they have to work for thémy become aloof and you
are on your own, as if you have come to dictatesefior them and yet you are
here to assist them. You will find them rejoicingghing to hug you when their
choirs are winning in the competitions. Now theg disregarding us, they are all
excited about going to Cape Town and yet even lib& they are taking to the
Festival was developed by us to be where it is (@ws. comm. 19 Octobet.

*9Into yalapha ejele isisimanga wena Mrs Twani anghirdicaphukisa, ngoba lamapolisa la, uyakufika
eghayisa ngezitrophies kodwa xa kufuneka besebdyaihela kude, ibengathi wena ubaphethe kakubi

17¢



What Mrs Mlandu has observed about the officeesksd of ‘dual consciousnesses,
where they appreciate success but not the effattaining it. By this stage in the MPAR,
however, the offenders were quite aware of thairefft is evidence, for me, of a
weakening of the power of the panoptic gaze orotheers’ side: ‘we want to see them
successful, but we don’'t want to acknowledge thateffort is theirs, not ours’. Or putting
it another way: ‘we want to see them but not atcibst of people seeing us; we want to be
the ones seen, too’. Their making people wait, isaafing cell phones etc. is a way of
wielding power in a situation where the officershagps see themselves losing it. This,
however, is no cause for celebrating the successygiroject: it is another ‘useful failure’
that | can learn from.

Other research coordinators commented on the mafireess and abrupt manner in which
officers dealt with them as if they were strangeh® had come to assist offenders to be
disobedient. Mpopo felt the officers’ sudden negatttitude of unwillingness to fetch or
allow her to fetch offenders from their cells wasansistent, since yet they had apparently
shirked this duty for quite some time and requediedpo to coordinate it. She was, after
all, an employee, an ‘insider’. All of these comrnetook the research to another level,
with the coordinators’ recognising local practicelaegulations rather than taking things
for granted. We had to recognise that the stakesffenders were much higher than for
outside researchers. Should we broach some formmoperation, honesty, or critical
action, the consequences could be devastating. Syipagiared as panoptic anxiety or even
paranoia could just be local wisdom; and anywag afficers were not in our pay roll. To
them participation and MPAR were not priority arattpf their job; they were only
responsible to and functioning under, prison retjuha

In my frustration | began to ponder as to whether s$ituation would have been any
different if more officers were involved as reséaactors. Intially | was comfortable and
understood why only three officers were participat(Ngxishe, Mpopo and Mduduma),
but | did not bargain for reactions of this natéin@m those who were not involved. The
complexity of the situation was also due to thet fdmat the participating offenders

kodwa uzokunceda kwabona. Uyakufika bevuya bezpHaga xa ikwayara zabo ziwina pha kwi
competitions. Ngoku abasihoyanga bathe ti kukuyapekand yet nala mabanjwa bahamba nawo ngala ebe
trainwa sithi apha. Wena Ms Twan iungomnye ondic&jgayo ulunge gqithi.
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belonged to various cells manned by a variety bEefs who were not necessarily always
conversant with the project. Probably the coordomatink could have been a lot tighter
within the local environment.

Again, this took me back to the repressive naturegrisons were there are strong
boundaries between who was who in the prison enment, for example, offenders
versus DCSfficers, hence existence of offenders’ choirs B&E members’ choirAlso,

the unit for Sport, Recreation, Arts and Culturesvpmpulated with ony three officers,
Ngxishe and Ntlekeni and one intern, Mpopo. Furthdle sampling process was
conducted under strict control of the three headdepartment and the area manager
where the unit for Sport, Recreation, Arts and @eltwas the preferred section to be
involved in the research. Earlier in the projedficers did communicate their ill-feelings
about the project targeting offenders rather tt@miselves; however, there was not much
| could do about it, especially at this stage @f pinoject.

The problem created an opportunity for the resetgaim from inside to take coordination
of the project into their own hands so that theyldananage to stand on their own. As
Freire (1993: 17) notes, “in participatory acti@search ... the silenced are not just
incidental to the curiosity of the researcher betraasters of enquiry into the underlying
causes of events in their world”. On the other hanel offenders needed to understand
issues of understaffing in the department or @md lack of management skills among
officers, better realizing that the staff had nas@n to deny them opportunities for
involvement in music engagement. Rather, the ibsyldighted the need for effective
communication.

Regarding the recorder circle itself: in a phonevarsation with Msawu | learnt that they
were frustrated by their elongated stay in Eastdoonand were worried about missing the
cycle-end meeting for which they had worked hard which was their final hope of
demonstrating what they had learnt through theggtofGobingca’s report captured the
circle’s events for three successive days: 7, 8,aNovember.

We continued to work on Sarie Marais with the déf circle learners at different
levels in learning to play the song. Things aré& admplicated in that, | teach
them and they do not practice, as a result it ig déficult for them to learn
recorder playing. We were also joined by a new mamttro Joe’ [Jongilizwe
Mthathi], who is coming very well with recorder piag. ‘Bro’ Joe is promising
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even though he has joined late compared to othleosstarted to play the recorder

since the start of the project. All in all, | thiak this moment it can be two people

who are ready for the concert, Papa and Bro Joe.
| indicated to Gobingca that he should not feetaisaged by the seeming lack of
progress among other recorder music circle paditg because even if two members
were ready for the cycle-end meeting and somemadoved in their playing, this was
achievement of goals at different levels; all wieeeng ‘concientised’, in Freire’s sense.
The fact that the circle’s action plan became etitra to a new member even at this late
stage was also indicative of progress, althougBasngca noted in his journal on 10
November, ‘Hey, | do not know about this businegf \Bro Joe, It is so late in the project
but the guy plays well and fast, maybe we shoutl gllow him to play ... | should try
and get his profile, may be in this way we shaltesomething about him and his
education’. Gobingca and | agreed that the threplpecould perform at the final cycle-
end meeting even if there was no verbal reporettabled, since two of them were also
research leaders in the Choir and Double Quartet.

The three could play the South African nationahant and ‘Sarie Marais’, and by 20
November Msawu was phoning to say how they wenegbenvied by offenders in the
East London prison for their recorder playing skill

5.2.4 The Juvenile Gospel and Keyboard Music Circle

This music circle was another one riddled with pees challenges and behavioural
problems, especially its research leader, Majaht wontinued to receive counselling
from the research coordinator, Gobingca. In theoatrone-year history of the MPAR
there had not been any remarkable changes in Eafdar people moving up the ladder,
from being circle learners to research leaderthisngroup, and the research actors’
musical progress was generally stagnant. The osiéiy@spin-off was the individual
efforts of Nkuthalo Nomesi, the keyboard player.®ycle 4 Nomesi had also started
accompanying hymns sung by the Choir music citd@ég his theory of music
knowledge. By merely listening to the hymn that wwasg and fitting in relevant chords to
support the singing, he improved tremendously aasl ecoming more confident as an
accompanist. This had a positive impact on theisgngf the of the Choir circle learners
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to sing in pitch with reasonably regulated tondabhae among the various parts and their
continued research endeavours were recorded on fDdage.

Despite daily circle visits, the research leadass of his research journal was still a
problem. He was coaxed to produce a report in pagipa for the cycle-end meeting, to
no avail. Seemingly we would have to rely on hidba¢report yet again. In the
facilitator’s and research coordinators’ meetind0fNovember, Gobingca concluded:

| suspect Vusumzi [Majanti] has challenges in wgtithe last time he had written
anything on his journal was in the first two cyclesen then there were only two
half pages that had notes. Maybe today | shoulteshidh you what | discovered
from the counselling session | had with him. Onéisfproblems was ‘smoking’.
This is one of the reasons he had been havinggmrsbin behaviour and
discipline, which led to his suspension by prisatharities at some stage. If you
notice his research journal is not as thick asas wnd compared to those of other
research leaders, why? | suspect he uses the fpapethe book for his smoke.
On the one hand, the way Gobingca shared this stasyquite amusing, but it also made
me realise the value of involving greater numbergur data collection because had it not
been for the involvement of research coordinatothis research project some valuable
data would not have surfaced. | appreciated Gobisgkilful narration of some aspects
that emerged from his counselling sessions withalMi@pecause he was able to tease out
the relevant facts without compromising confidelitiiaof the discussions. This brought to
mind what ontological theory in action researchlisbout: the researchers’ position with

regard to values where they constantly interrogatenegotiate their values.

On reflection, Majanti’s profile compiled in Cycleand some of his comments during the
workshop ‘abanye bethu saphuma kusekwangoko esikdligme of us left school
before the time] indicated his low level of educatand thus illiteracy was a challenge
within his music circle. | constantly mused on wdgytain actions were prevalent among
certain research actors, why there were regulanaajdr discipline and behavioural
challenges among participants. Some of them hadrrmen taught to distinguish
between right and wrong or good and bad behavsmme of them had never lived with
adults, or had parents, never gone to school, rieen employed - all of which would
have provided the essential encounters for impblifarattributes. | was pleased that the
project was going some way to injecting some messta minimise such shortcomings.
Gobingca’s last comments before the cycle-end mgestere,
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At least these guys have improved although theyarea finished product. Lastly,
| think what we have seen on Friday [16/11] as aigl&@articipatory Action
Research team speaks for itself [he was referarige two new songs that the
circle learners had incorporated into their repegtm an effort to demonstrate
improvement]. | am talking about all the performesicstarting with Spiritual
Dance, Juvenile Gospel and Keybodsit;athamiyaandimfenemusic circles.
They were wonderful; | think the only problem | camicross was on Wednesday,
14 November when | worked with only one researdhradcom the Recorder
group, Mabho. All other learners were locked ughie cells because only four
DCS officers were available as others attendedragnal service. Mabho was
allowed to go out because he worked as a cleamkenashto work as usual, | also
took that opportunity when he had finished his eluand gave him a lesson. In
conclusion, in the last two weeks things were tiespite the challenges. There is
more hope for these guys (pers. comm. on 7 to,9ari@ 16 November).
Gobingca’s overall evaluation of the groups wasrtimied by his observations throughout
the project. At the same time, consciously or hetyas also reflecting on his own
practice. His comment about seizing the opportuiitgive Mabho a recorder lesson
made me conclude that even though the team froeideuprison was only meant to
provide guidance and support, power relations gredations in the prison environment
induced in us creative measures to forge aheazngedvery available opportunity to
produce results. We had to navigate through cirtamees and manipulate situations in

order to succeed.

The Juvenile Gospel and Keyboard group’s remaipart of the project itself showed
development of some new skills, not necessarilyiolglls, (see DVD ch. 8A) although
some areas of their singing improved, as one caifrem the DVD (ch. 8 B) taken on 14
November, where their singing is aimed at produtilegded and well balanced parts
When | commented on this, Majanti remarked joyfahd jocularly to the laughter of
everyone in the roontyxela ukuba ngoku sicula into ethe ngqo? Injaniayéphrasing,
Mama? Kaloku sifundile ukuba ii- phrases mazibhghk&mbili ukuze i-melody izokucaca.
[You mean we are now singingth a more focused tone? How is the phrasing, Mrs
Twani? By the way we have learnt that phrases meisbrwarddriven for the melody to

sound beautiful and for it to have a shape.]

The general feeling of the research actors inrthisic circle was that the cycle-end
meeting would be the climax of the project as alehBven before | could comment on
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the questions raised by Majanti above, Mlandu intyygical lively manner complimented

them on their achievement and went further to imi@reas that needed attention:

Listen, the one thing you need to work at is bregthas a singer you need to be
able to control and manage your breath. Now ascgote to the end of the bar you
are finished and the phrases collapse becauselobfair. Also, you, young
people! stop smoking if you want to be a singertli® why you cannot hold your
breath longer. Let us do some few exercises togethe. What | will do with you
as we plan for next week, | am going to concentatphysical exercises with all
the participating groups. You should know thatimgsg, physical fitness is
important; that is why you must do exercises. Thafsgpu who are smoking,

you’'d better prepare yourselves and vomit it ottieowise it is going to be tough
for you!

Even at its last days the MPAR project was takirggarticipants to another dimension
regarding the aims of the research. The spacereantstthat initiated this process tended

to start looking like a blessing in disguise ag/tgected our efforts to find common
ground in preparation for the forthcoming final xadion and cycle-end meeting.

5.2.5 Hip-Hop Kwaito Music Circle (Skwatta Boys)

The hip-hogkwaitocircle, soon to be called the Skwatta Boys, mmioat every day, as
the amount of DVD footage of their sessions tesgifin discussing the progress of this
music circle, | shall start from the tail-end, witte impressions the research coordinator

Gobingca recorded on 7 to 9 November:

It is a new group formed by four members. The oagmexperience they have
been involved in so far is the semi-formal cyclel@emeeting in prison in Cycle 3.
It has four members. Their methodology includes @estration and imitation and
rote learning of songs with the leader startingstveg and helping other parts to
harmonise their lines. One challenge the groupshtsat of lack of resources - like
a keyboard and attire. The keyboard that Tholi [fikio Nomesi] is using to
accompany them and other music circles is notithiglongs to an official who
has given Tholi out of trust and because he alsorapanies the police Gospel
choir. They are on the right track although | carsay they are fully prepared.
There are things that | am working e.g. confideoaducting themselves on
stage, etc.

It was satisfying that knowledge was able to spmaantessfully from one cycle to the
next, “a very important principle of developmentrwop as Goodall notes (2000: 8). This
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is especially so if learning can develop withoypaxding the budget too much, even

though the financial aspect is essential for caratiion of the work.

My concerns were mainly about the research actbagie management (for the
forthcoming concert) and the lack of coordinati@ivieen music and movement. On 09
November | reflected: “What sustains them besuslity compared to the previous cycle,
and their usage of the journal. They have graspedite-point evaluation framework
successfully and | am confident that they wouldblke to pass on the AR method”. |
found them developmental in their approach as th&gted on being evaluated as they
implemented their action.

In Cycle 3 Sithembiso Mavume was their ‘chief peealuator’, who constantly attended
their meetings and evaluated their sessions withathate feedback. This time around
there would be at least two other people, MabhoNuopetho witnessing their discussions
and practice sessions. This augered well for thersklevel evaluation principle, that is,
peer assessment, one of the anchors of evaluatiaction research. Commenting on
evaluation generally Goodall (2000: 62) makes atahiat “evaluation helps to check
where our successes are, where our values lie hatcewe could improve”. The
following is a transcript from the DVD of Mavume hkiag valuable comments on 11
November (See DVD ch. 11 A).

Mshiywa already cautions them not to look downtbouiace the audience when
they perform, in line with Gobingca’s comments abtvat he worked with them
on improving their conduct on stad¢ayi niyayishaya bafethu futiiNo! You are
indeed excellent, my brothers] you have improvednftast timelngxaki yenu
yileyokuba izandla zenu aihambelani nomdytaur problem is that your hands do
not coordinate and they do not go together withsgheed of the song] (he
demonstrates how the text should be linked togkeand how their hands should
move).Ngokomculo lo nokuyiva ingoma hayi niyayishaydjifotyekile nokuba
nentloni gha ke i- action nezandla zenu zifuna wkgiswa[with regard to the
singing and feeling the music, you are good, atsogre more confident but your
movement should be coordinated'Sbu’ - Mshiywa].
... Omnye umntu owenza ingxaki ngu L'Viezauseakayibambi i-pace,
uyaxakwa nokuba agale nini and ndawoni apha engokasmgangokuba kuye
kufuneke ukuba ndidendimghwethe ndimkhumbuze wkakagale. Kufuneka
ubale L'Vovo][The other person who contributes to our problethésvocal leader
L'Vovo, because he does not keep pace and herdddsmow when to come in
and at which point in the song. At times | havadolge him to start. You have to
count, L'Vovo.]
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Problems brought to light here are rhythm, notei@s| coordination, late and ill-
coordinated entries of the singers. The movemeats @all over the place with lack of
coherence. There were also issues of tempo fluohsatrom fast to slower and slow, with
the keyboardist struggling to keep the pace. Thgtewas normally programmed by the
keyboardist before a song started and had to hestedj and readjusted as the song
progressed because of the tempo fluctuations. atfaction and enjoyment that Nomesi
displayed, however, did much to enliven the pertomoe.

Two days later, on 13 November, the four-membeleclyad shrunk into a three-member
one because Majanti was attending a disciplinaguign emanating from his suspension
that | alluded to in Chapter 3. Their meetingsh#t stage, like all the other groups’, were
goal-oriented towards the cycle-end meeting witlieav to showcasing their talents. Their
use of the research journal was still a prioritygd although more revision of the research
leader’s presentation according to the suggestapléde was essential, | was satisfied
with the improvements | picked up on the actiompd&13 November written by
Mshiywa:

Action Plat, learning to sing and perform l-hop kwaito song

Members - myself Sbu, L'Vovo, Molefe (Vusumzi)

Plan - We prepare three songs for condddkishin [In the Township]Lumkka
UzokwenzakalBeware, You shall be Hurt] ariijonge Phambil]wWe are Movingng
Forward].

Resources needed - attire and our own keyboard.

How we do them? - as leader | teach the othermptBeir parts. Tenor 1 and tenor|2
and they sing the same as me for their parts. ®igidjbanise ingom@iVe ask
others to listen and make corrections].

Action follows,isafuna ukusetyenzwa, kukhona nokugina apha fu#hstill need to
work hard at it, some of us are stiff]. The memls®y singing but the moving part
is hard.

Success - we know to sing all the songs and att\a#s Tholi playing for us we are
getting somewhere. The action is hard but we try.

Evaluation of progress - People, inmates like ousit they always come and watgh
and tell us what we do wrong. We like to hear frattmer peopleOkoko uShu
ebekhona, esi supporta no Gobingca becel@sa was always there with Gobingca
also giving us advicesThe DVD for last time helped becausigazibona ii mistakes
zethu[we can now see our mistakes]

Challenges Yho!lts action, may be if we try the exercises likeaBemakers we car
be better.

| don’t know about Vusumzi, he was there but novs&gs he cannot come, Gobingca
to help us. May be we check next meeting if he khand is better then we can use
him, at least four is better than threy [threéhgxaki le[this is a problem].

18¢



All the necessary aspects of the report were ineitand it detailed the topic of learning
to sing and perform two hip-hdgvaito songs, plus the action plan included methodology
and resources, challenges, successes and evalagtiair progress by two peers and
themselves. | was excited because this was thdifite in the MPAR project that we had
a subtitle ‘evaluation of progress; previously &y of evaluation would be some off-
hand comments assessing progress of a single penfice. Two days later their
performance was better than what we recorded dwol®&mber, as seen in DVD ch. 11B
which shows the songlokishiniwith Ngetho [Sive] and Mabho [Siphathiso], the two
invited evaluators, commenting:

Sive: Yhal! eyi niyayicwaba majitandni impruvile nakwispeediyahambelana
ngoku ne&keyboardnengoma yenWonderful, you are doing well guys, and you
have improved the pace, your speed is the santebeft the keyboard]
Siphathisa Hayi, neh, niyayishaya madoda gha ke ngoku kufungagise
izandla zenu, zihambelane nengaaenafuthi nenze into efanayo, uyabona ngoku
umntu ngamnye izandla zakhe zihamba indlela yagafaniyo neyomnye.
Otherwiseniyayishaya. Sendingxamele la date!

[No, great! You can do it gentlemen, but now yoed& work on the movement
of your hands so that they can move accordingeadyttics of the song. At the
moment each person is doing his own thing whidhifferent from what the others
are doing and the hands do not depict the meariitigeavords. Otherwise, this is
great | cannot wait for that day!]

Musically they had added at least two more venséisa lyrics of their song with ideas
ranging from encouraging the youth to join cultigedups for them to contribute to
development in their communities, to warning thatioof the dangers of crime. Another
added verse is the chanting by the whole group evtiexy are in agreement and

encouraging each other that with the changes thatappening in their lives, they are on
the right track: “We are correct, correct, correcirrect, correamnaarn”.

Finally, we addressed the need for the reseaedteteto submit individual profiles for the
leader and the circle learners as part of the MPARess that was followed by other
music circles. On the same day, 15 November, vadisied the report and presentation of
the Hip-HopKwaito music circle in preparation for the cycle-end nregt



5.2.6 Spiritual Dance Music Circle

This music circle was introduced in Cycle 3, like tSkwatta Boys. It was also new to
MMCC and its participants did a lot to popularisdn this final cycle the circle met daily
and there was rapid development even in termsafthrin membership. Andiswa
Mdokwe took up its coordination in Cycle 4. Mdokte®k over from Gobingca for two
reasons: firstly, more females were needed beddpspo had indicated her decision to
take up spiritual dance in the fourth cycle; se¢prnghe was one of the best female
choreography students at WSU’s music departmenteMhgrew research coordinators
from to assist in the MPAR project. As she assuh@dole as research coordinator,
another female intern, Nokulunga Mbobo, togethéhwWlpopo, who wanted to increase
her capacity as a circle learner in another gekliehis affirmed the decision to enlist
Mdokwe as a research coordinator.

In the process Mpopo made it clear that as a feneakarch leader she would not dance
with the men, as Mdokwe’s report of 3 October shows

Mpopo: | am glad that guys you are here, as you know jaaning the spiritual
dance in this cycle but Gobingca you know my isssiendicated last time. | am
not going to do spiritual dance with the guys, htvo be on my own if it comes to
a push but there is a colleague who wants to jothvee can do it together as a
separate female group. | am prepared to talk toTMrani because she will know
and understand my reasons, you do not know of lalgmrol had with the guys in
the recorder ensemble, so | will not blame youoifi ylo not understand.
Gobingca: I do not know how we can have a music circle oty two circle
learners and especially that choreography or angeléor that matter needs more
people, Also my problem is that there will not lm@egh time for us [meaning him
and Mdokwe] to create new dances for you so | thotlge new members, you and
Nokulunga (Mbobo), will learn what the guys leamthe third cycle and they are
continuing with these even in this cycle. | do kbw what Andiswa feels like
since she (Mdokwe) is going to be your coordinator.

Mdokwe: | think for today let us do as we had plannedt theork with the two
ladies so that they can try and catch up with thesgvhile the gents do their thing,
and we discuss this further with Mam [Mrs Twani]daes she know about this

arrangement?
Mpopo: | have not spoken to anyone about it; you arditbg even she does not
know.

Mdokwe: Then, I think let us do as we had planned for ypda back home and
talk to Mrs Twani and when we meet again we cae §lwsa an answer.

This matter became one of the agenda items indbelmators’ and facilitator's meeting
of 5 November. Action research scholars like Cad Kemmis (2005), Sheila Stark
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(2005) and Jean McNiff (pers. comm.., 6 October& @0 emphasise the way values are
positioned in action research, requiring constant@itical attention from the (main)
researcher. In this cycle it was indeed occupyemgre stage. Carr and Kemmis (2005:
337) point out that some findings reveal cultuiadehsions within groupings involved in
the research that could impede the actual resgaodess, for example the gender
discourse raised by Mpopo. Further, Sheila Stabk%2 asserts that adverse effects such
as over-familiarity amongst participants who hamewn each other for quite some time,
fear of criticism and of whatever nature, complaggihack of time, and dependency on
the facilitator, also can impact negatively on eesk proceedings and hence on results.

On the other hand Wilfred Carr and Stephen Kemg0€%) bring to the debate a way of
seeing the iterative fundamental cycle or four etagf action research (plan-act-observe-
reflect) as an attempt not only to identify contcéidns between educational, individuals’
and institutional practices, but as actually crepisenseof these contradictions for the
self-critical communities or groups of participaitgolved. The cyclic nature of the
research does this by asserting an alternativef setlues to the bureaucratic and personal
values within the research process as circumstamasituations unfold. This
problematising of different values and regulatibmodalities of daily reality (Van

Beinum 1988) in this music circle at this junctwas a priority and required sensitivity in

its treatment. Time was against us.

My response was that of re-emphasising the reabah$§s0bingca advanced about the
nature of dance genres but yet allowing the femalé&® left on their own while the
research coordinators and | tried to figure outag wf combining the two groups.
Meanwhile, Mpopo’s interest was gaining momenturthenfemales-only Spiritual Dance
circle, while the male group also continued onrtbein, resulting in a split in the

Spiritual Dance circle. Speaking to Mpopo abous thatter, | decided to let her carry on
in the manner she wished but requested her to setemher idea, because a dance
(particularly the dances they were doing) is ontaace and spectacular if it is done by a
sizeable group. Besides, their male counterparte d@ncing the same dances to the same
music excerpts, so splitting the group did notlyealake sense. We therefore agreed that
we would keep the females separated from the ni@ales long as they were still learning

the two dances that the males were refining.
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Hopefully with time and once they were confider @ould at times combine the two
groups for evaluation purposes to see whethenieeg all at the same level of
performance regarding the dance sequences andmitifmwf movement and so on. Also,
we agreed that while the groups remain separatzd thould be two presenters, Mpopo
and Nomesi, one each from the female breakawaypgaod their male counterparts.

Further, | encouraged the research coordinatorskitd and Gobingca to continue
interacting and dividing meeting times betweentihe splinter groups in every meeting
to give the participants space to exercise thegdom and rights and also to get used to
the idea of performing together. DVD footage of thve groups demonstrates the
separation and combining of the two splinter granpaction, with Mdokwe and
Gobingca equally sharing the coordination of thesimuaircle, as Mdokwe'’s journal entry
of 12 October shows:

Yho! Bendisoyika pha ekugaleni, ndibone uMosa #lizan ukuthatha indawdl

was scared at the beginning because | could sea WMas delaying to take up
position]as we were about to stakodwa uGobgbut Gobs (Gobingca’s)
nickname]handled the situation very well, he introduced @aa€ something
performed out of love and respect, so each of @meets has to remember that all
the time. | think what made it to work was his vithat in dance there has to be
uniformity but even in uniformity each individuahdcer must strive to be the best
and most likeable by the audienéedazi uGobs uzicinge njani ezizinto
ebezithethdl do not know how Gobs came to think about thegkihe said there]
ngoba[becausegveryone wanted to outshine the othéiokulunga ude wathi
hayi Mosa asinakoggithwa ngababafana especially bhlamgamadod@Nokulunga
even commented that these men cannot be betteughandancing]Haayi uMam
[No, the Mrs (referring to me) will hear good nealsout spiritual dance today. |
am so excited and everything worked well. | liked9d’'s comment that even if
they had started late to learn, today proved theyt tan do it.

The atmosphere in the next meeting three dayswaiermuch more relaxed as the two
gender-separated groups joined efforts on the sesomg,| love yoy as indicated in
Mdokwe’s journal entry of 15 November:

Today again was different even Mosa was in a joyfabd. As we took up our
positions, | thought she was a bit tense as sheested “our leader must be in
front kaloku sizokuba ne confideridéor us to be more confident]. But the smile
on her face was not that of worry, that made mexrahd Gobs asked “utsho mna
or u-Mdokwe?” He went further to explain that hentgato move around to see if
there are people who will need help and thatlieiger if | dance with them so that
they can check their steps with mine. Today wasr@sting with everybody
smiling. Gobs directed the group well with call ®and interjections with some of
the movements, reminding us of the sequences amtting out loud. It was nice
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and people were singing along. Mafunda while onctraera also made a
comment thatmasigaphele ukuba sigala kweliphi icalad thatsonke sigale
kwicala elinyé [we should all decide whether we start on the raggtieft side and
then make sure that we start on the same side].
The breakthrough that the research coordinatorrextqpeed was obviously a joyful
accomplishment. Mdokwe later on indicated that thag not particularly planned to
combine the groups that day but she felt that awwwman dance of the same dances and
songs for the men was more than ridiculous andrhaing worked with the ladies for a
week she felt that they were ready to test théanats. They agreed to join the others and

“it worked perfectly” as Mpopo reported on 15 Oaab

| feel excited that Nokulunga and | know the darefésr only a week’s attempt.
Practicing with the guys helped. | am glad thatshall be ready for the cycle-end
meeting. But, this does not mean | want to perfaith them, we shall do our own
thing with Nokulunga. | need to talk to Mrs Twairicat presenting a report, | am
not ready for that since we have just started. Maykuthalo can do it, they had
done spiritual dance in cycle three and again ndwe the dance and | enjoy it.
We are fast learners
In the following weeks they maintained the ideasegaration and combination, with
Mpopo constantly reminding them that they wererespnt their work at the cycle-end
meeting as planned, that is, as two groups. Evaungthwe had agreed that two people
from both the male and female divisions would pnéseports, | did not want to put
pressure on the two leaders, especially Mpopdl fedt she needed time to deal with the
psychological issues around the music circle. \WWebi agreed that we would look at

both reports towards 29 November, the date of yiskeeend meeting.

The method of demonstration and imitating the netekeader continued with Gobingca
coming in between sessions to evaluate progresassisting Mdokwe in ensuring
uniformity of movement and mastery of sequencealbgancers. The obvious enjoyment,
freedom and laughter among research actors incimbined sessions cannot be
concealed. (See DVD ch. 12.) The separated andioeohineetings continued to the end
of the cycle. However, a surprise moment took ptatéhe day of the cycle-end meeting,
as | shall report in Part 2 below.
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5.2.7 The Peacemakerslsicathamiya Music Circle

This is one of the circles that had shown verieliprogress musically but remarkable
growth intellectually and in their approach to piree. The group outlined an interesting
action plan on 02 October:

Topic - improving performance of our songs

Make everyone involved. How? We dfg@ing to contribute.

Introduce new dance steps
Method: all do something, like sing something new, make seeps and we all imitate
and learn from the first person who introduce. Destiate and imitation. We continue
with fitness exercises. Listen to the songs and act
Challenges:all the songs are old, the challenge is whichtortake and leave which ong?
Problems: ask for advice where we fail. So far so good.
Presentation: | do it and we perform two or three songs. | wighcan do more but
people like our music so we shall be able to doemicthey wanenkosilencore].
Resource:we have attire but need a hi-fi set later.

| liked the fact that Ngetho as a new leader hadation plan, especially as the last action
plan from this circle had been in Cycle 1. As Ng&totes of 05 October reveal, there
were some musical and dance variations in the pe#ice of their old songs:

Today | am going to do something new and differ8tdrting with the song -
Ndiswel’ amandlaSithembiso, once the choir has started singiag) going to
repeat the second verse and you music come witlement to join me in front

and you imitating the same movement | am doinig. diuite monotonous to see the
same person in front all the time throughout &l slongs, but if we bring in
variations, it makes our music and performanceésting. After that, having sung
together with the same movement, you are goinghfiyavise a countermelody
and sing it on any vocables (nonsense syllablegdwf choice because you sing
the first part and higher than me anyway. Agaiw;ji@sung for a while | would
like two or at least three people time and agaijarap up in front and improvise
short free style playful acts, please do not com#oithe front at the same time, try
and pace yourselves at tintervals. You will seenem@ choreography will

generate more interest to the audie¥ice.

®Namhlanje madoda ndizakugala into entsha. Sigala kgoma ithi, Ndiswel’ amandla. Uyabona,
Sithembiso xa sedhoir ingenile ndizakucula werse twokwakhonaandwena uzakuza ngactionundi

joyine apha ngaphambili ulinganise lento ndiyenzdyadika lento soloko ingumntu omnye ngaphambili,
kodwa ukuba simana sitshintsha sikhe sibegingelinye ixesha, inika umdla loo nto. Emva kwaogak
sesicule sobabini kabini and senze i-action efapagakufakela eyakho imelody ephezulwana kunang mos
ucula i-first part andithi, ucule njéke uhu, wiwiwi, ezonto zinjalo. Futhi xa sesihambeamg nengoma
ndifuna kumana kuphuma umntu oyedwa azokutala aghphambilj at least two or three people
bashiyane,ningayi ngexesha elinye madoda. Uzakulzakatsho inike umdla ne choreography yethu
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Indeed these were interesting changes to the olgssavhich to me was an indication of
creativity on the part of the leader, who underdtsome of the fundamental music
nuances that create form in music. This brought lifevio the performances so as far as |
was concerned there was musical progress. | coneth@mimy journal, “the pendulum has
swung; the offenders are definitely in control leéit learning”. They were ‘redoing their
lives’ in a way similar to Hattingh’s notion of tHdandy” (1994: 14) as a man redoing his
life. With the change in leadership new ideas bagdlow, although the leader’s journal
entries do not put it like this. His next journatry, 07 October, indicated further new
things to come:

Gentlemen, today | am going to emphasise somethigave done before that of
everybody creating dance steps and we shall tdlectioe decisions on which
ones to take and which ones to change. We are ¢oitadse the same song, that
we know,Sanibonani nonke kulomyzvelcome to everybody in the house] and
create new dance steps for it. Everyone is goingatticipate and in deciding
which ones to take or not and which ones to chang®t, we are going to give
reasons to motivate our decisions. My aim is topgefple to the idea that the
dance is not the leader’s but everybody ownsst ale need to learn to lead at
some stagé"
This participatory approach to learning and theidecreating new dance steps for an old
song was another way of generating variety andrasnivhich, to me, was a stroke of
genius in the way it avoided monotony and over fanity, thus injecting new energy and
life to the group. Also, it was a measure of howsmentised they were about the method
and about development. Communicative action andgli@ seemed to propel their

attempts forward and they were very much in cordafaheir progress.

5.3 Cycle 4: Part 2: Cycle-end meeting

The cycle-end meeting of Cycle 4 (and the final timgeof the MPAR) was held on 29
November 2007. The programme followed the usuaépabf research leaders’ reports
followed by practical presentations by the musicles and - because this was the final

®1 Manenendizakuphinda namhlanje ndibethelele into esasiidyéqala. Namhlanje sizakuthatha laa ngoma
ithi, Sanibonani nonke kulomuzi. Wonke umntu uakiauifactiors ezintsha. Sizakwenza ngoluhlobo,
sizakuhlanganisa zonke eattions sixoxe senze isigqgibo ngezo sizakuzisebenzisasizakuzitshintsha

futhi ndifuna umntu atsho kutheni esithi mayithathemye, ingathathwa enye and kutheni sizakutskintsh
enye njalo njalolijongo zam kukuba sazi ukuba nokuba ndiyi-leagdeivka umxhentso lo sonke siyawenza
kwaye sinezinto ngoku esizifundileyo nesizaziylokkavonke umntu kufuneka agonde ukuba
angalikhokhela igela.
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meeting - input from a research coordinator andatview of the project by my
supervisor, who was an evaluator; other evaluadded their own comments too. For
reasons already discussed in Part 1 of this chagitgrt music circles presented and were
evaluated:

Juvenile Gospel and Keyboard Music Circle

The PeacemakerdsicathamiyaMusic Circle

Spiritual Dance Circle

Hip-Hop Kwaito Music Circle SkwattaBoys)

Choir Music Circle

Visual Art Circle

Thuthukani Mampond®lusic Circle

Nyandeni yakuMdephaladlameMusic Circle
DVD footage and photographs highlight some of tiaaxctic efforts of the various
research actors in the project. The sense of cliwexexpressed in various ways. Juvenile
Gospel and Keyboard Music (under the leadershipusiumzi Majanti), suddenly
acquired a new name and presented their work agdhth Gospel - Voices of God, a
sign perhaps of seeing themselves beyond the prager viable performing group that
had become rehabilitated through religion. Theaspntation was two-fold, an oral
presentation by the leader, Majanti and a perfooaanf three songs. Majanti’s oral
presentation expressed the “discourse of redenipiais and Fine 2004: 106) as well
as ideas that place the blame for social problemarely on him and other individuals.
He indicated his realisation of how people he Haggs looked up to before incarceration
had a negative influence on his life, on which er®d his regression and delayed
progression in the project. Weiss and Fine (Ib@¥)largue that “by staying within the
story of two separate selves, offenders can agglément over their past actions without
having to face the pain of integrating complicatestories, past selves now despised, past
behaviour now regretted - into their present seMagckoned that my task as a
researcher in analysing such data became thabkiig across the data for “connective
tissues” (Ibid) between past and present selvem$tances where offenders like Majanti
reflect critically on their lives. | felt this wasgood step in the right direction; at least he

knew how he came to be incarcerated and what to debuild his life.
The Peacemakers in their report emphasised edodati@alues and the importance of

traditional music in harnessing discipline and om®ong the youth - an interesting
perception. As Maori theorist, Linda Tuhiwai Sm{dited in Weis and Fine 2004: 99)
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posits, the PAR method is useful in recognisingamy the knowledge accumulated in
indigenous communities but also “traditional valuesliefs and behaviours that must be
incorporated into the praxis of PAR for participatd respect local custom and practices
as a site for possible learning and long-term sa@tiange”. Although they showed little
musical progress in terms of repertoire or skilgy performed well, and the report
claimed progress in other areas. First, their dakdks were tested to the limit, the leader
said, with each member contributing to the crafohghoreographic steps. Second,
leadership skills were shared: the presentatidhefeport by the new leader, Ngetho, a
case in point. On DVD the music circle sings a strag demonstrated their understanding
of rehabilitation, enhanced by the meaning of éhe.t(See DVD Ch. 14.). A verbal
comment from one of the evaluators at the timeiomeid: “The group displayed 100%
readiness, excellent artistic abilities and excgltechnique. Excellent performance and
excellent teamwork” (Sir G, pers. comm. 29 Novembad another said, “a natural
performance with no effort or struggle and thahes secret of the arts” (Mandi, pers.

comm. 29 November).

In the Spiritual Dance Circle Mpopo and Nomesi wierpresent separate reports, but just
before the members ascended the stage, Mpopo caflexside and said there was a
change of plan and she would do a single repodttlaere would be a joint dance, under
her leadership. This was a welcome turn of evemntieating maturity and personal growth
on her side since throughout the cycle she had agamant about keeping the groups
separate. Also, this was a significant moment &t the first time she had tabled a report
in the MPAR, let alone perform, which suggests #iegt had broken new ground in
identity construction that derived from at leasethlevels of development: the first being
that this dance circle had never done an oral ptagsen, the second being that Mpopo’s
report revealed how she came to be part of thegrdper failures and successes; third,
she carefully outlined the skills and knowledge wthausic that the group members had
acquired especially given that some of them, like Hid not have a vaguest idea about
music before their involvement. Also, she cleartycalated her own development and
growth in knowledge and skills, highlighting heifshg positions and responsibilities
from being a research leader with no music backgtda becoming a research leader and
local coordinator with some capabilities. The notad being evaluated did not deter her,
either, and the panel commended the research art@sumber of issues including their
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choice of white attire, which was seen to be symhuflthe new-born ‘pure’ identities
they had constructed for themselves.

The Hip-HopKwaito Music Circle SkwattaBoys), giving its second presentation in the
life of the project showed that the research ledtigtiywa had grasped some of the PAR
procedures. His report tabled the difficulties exgreced in the previous cycle-end
meeting where they had paid so much attentiondgérformance and neglected the
verbal report. This time around, their insistentbaing peer-assessed on a daily basis
obviously paid off, as the evaluation commentsatezdd. One professor commented:
“Stage manners are very good because the mannarsifting to the new generation. |
liked their blue suits, the overalls”. A governmeifficial said: “They show strong artistic
ability and they can do better, however, tha@tsielement is letting us downQOne
evaluator focused on the message of the songspfdsentation had a message of
encouragement, a good attempt indeed. The youtblaamge if they listen carefully”.
Another commented, “you composed your own songsgi@ulations”. With this
encouragement, | reflected in my journal that ‘tinee spent on regular meetings, the
numerous dialogue and communicative action sessiasqot in vain”. | marvelled at the
usefulness of the four levels of vigorous and camis¢évaluation (self, peer, coordinators
and facilitators), processes that the group emlolaokeduring the entire cycle. These, to
me, were strong pillars of ongoing participatiorgated and sustained as a safe context for
serious conversation - reflection, revision, ancheging of the music circle.

A unique and special presentation was given byCthar Music Circle, some of whose
members were in the offenders’ choirs that wenh#&DCS choral festival and other
activities in Cape Town and Port Elizabeth. Onéhefmusic circle learners, Bakhokele
Jonas, volunteered to present a report even thibegias not a research leader. He shared
interesting views on how three conductors had shi@adership and teaching in the circle
as shown in DVD clip ch. 7 A, B, and C and told hitve officials showed their liking for
this genre and music circle by ‘flocking’ to themeetings as he fondly recalled:

Bekubamnandi pha emculweni xa sidibene ingakumbizekuphuma. Uyakufika
noophophd? ootata nomama bethu be gcwele pha eholweni beikbkatisaza,
sikhe singxoliswe nokungxoliswa

%2 hoophophds a figurative and sarcastic way of referringtte officers - it literally means those who think
they are better off than others.
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[We really had fun in the choir especially if wenegreparing for an occasion.
You would find the officers flocking our rehearsaighe hall encouraging us,
sometimes we would even be scolded].

A good example of the way the prison community esfly the officers rallying around

the Choir Music Circle can be seen on the DVD. (B¥® ch. 13.)

Jonas’ report elicited a spontaneous and highlytiemal outburst from Kholisa Mlandu,
in which she attacked the prison administratorsidelining and undermining community
members serving in prisons, by taking their contidn for granted while enjoying the
enhancement of rehabilitation they brought, fromcltihey got recognition. Because of
this, she said, the officers tended to view theaashers’ contribution as their entitlement,
yet other people laboured for them. The absentleeo€hoir, the Double Quartet
(Conquerors), and the two members of the Recorderawircles were direct results of
this assumed entitlement, which had led to clagh#®e scheduling of events. The initial
local coordinator had long distanced himself, nohtihe officers who were directly
acquainted with the project (except one HOD) ergspagticipation of the three missing
music circles in the cycle-end meeting. They thdwesedid not attend this meeting; even
attempts to get the area commissioner and mirtistetervene failed. The participation
by the volunteer, Jonas, from this music circle feaser the cherry on top; and the
meeting could hear the fine work done in this mgsicle.

Mlandu’'s speech was emotionally charged (she boiken at the end). It vehemently
expressed her disappointment, anger, and feelifigsewmayal from DCS heads and
officers, and it was deeply disturbing, bringingatbead how really insidiously and deeply
DCS bit into people’s psyches. Also, the preseomaltly Mlandu strongly reflected on the
nature of the prison environment where communicatibannels and processes (albeit
often for security reasons) became a hindrancéattnpg - for other programmes too, not
just the MPAR. At that moment in time | also fettbbed of something valuable even
though | did not think much of it before: her spge@acade me feel that we had been taken
for aride.

Her moment of comfort came with her own calmer @négtion of how development
advocators and practitioners need to remembethbatefforts should benefit those they
impact on: “what is important is for us, Mrs Twatd remember that at the end of the day



we are here to help the inmates and not the dfficéand in that way we can never be
discouraged”. This reminded us all of the good wibet had been done and those
achievements had benefited the offenders: like ytduduma, already enjoying the
fruits of participation. In concluding her preserdn, she focused on motivating the
research actors, encouraging them to continuetivtlproject and make sure that the
young ones in the MPAR get education that wouldtipem in good stead in the future.

The Visual Art Circle had a largely visual presdiotawith interjections by the research
leader, ‘Soso’ (Sonwabile Malindi). He demonstrdtexicreation of painted t-shirts for
some of the MPAR music circle members and explahed he was assimilated into the
project even though he was a visual artist, urgellandu to think of integrating his art
into the project. Malindi had called me requestngmaterial to paint the t-shirts for
Thuthukani Mampond®o he created DCS and WSU logos for the t-sftliesDVD
footage captures these artistic designs very walbp, he had designed music symbols
like the clefs on the front of the T-shirts. Thesid@s were exciting but needed some
refinement, particularly the painted t-shirts, whéfor example) the logos and music
symbols were not always accurate. But his presentatas interesting as it emphasised
the integration of the arts and conveyed his ex@@ta at acquiring some elementary
music knowledge that may not have been possibkdrithe MPAR.

The penultimate presentation wasThuthukani Mampondblusic Circle, whose leader,
Mchayiswa Madikizela, presented his report in tgficjocund manner. One of the
evaluators dubbed him “an excellent entertaineg’tile laughter of everyone, Madikizela
- as he had in the second cycle-end meeting - @da%tknow that | am good at dancing
and teaching others, but | never knew that | cevieh teacluhubheto a university
student. | wish you had witnessed our practiceseaaCentre with Gobingca trying his
hand at the dance, | can even show you the phagibgitaviadikizela, obviously
emancipated from his own prison of ignorance, hoidiormed the audience how he
persuaded me to buy them a new uniform: and intle®dwere the only music circle with
a new uniform. They displayed a strong stage presedne of the evaluators made this
significant comment about the characteristics efghnre: “Typical of AmaMpondo, they
like to face the wall and give their backs to toeiance and show the movement of their
backs and pelvis too. Well Done!”
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Nyandeni yakuMdephalndlameMusic Circle gave the final presentation, showang of
the after-effects of PAR, because in less thanteigleks, it had amassed 32 members.
Dubula explained that he now owned a performing esmpany, and his presentation
mostly centred on its successful formation, thektestount they had opened (with my
help) and the constitution they had produced. He pibute to the MPAR for exposing
him to the performance and artistic world outsidegn. His experience in forming a
music group in prison was ‘holiday’ by comparistiHe madoda ndifuna ukunixelela
ukuba akukho lula phaya ngaphandle, kunzirfiat me tell you, gentlemen, things are
not as easy as they look out there]. He citedrtiportance and value of education, and his
motivational speech was followed by their spectacperformance, which brought an
appropriate close to the performances presentédi®tandmark day. When Dubula, later
in the year, indicated acceptance and approvdiesf &pplication to take part in the
National Arts Festival in GrahamstoWh| was reminded of his speech.

5.4 Concluding thoughts: Overview of the evaluatiomprocess

| conclude this chapter by first, giving a summafyhe evaluation, as it featured and
impacted on the work of the research actors irMRAR. Secondly, | highlight the broad
overview of comments made by the invited reseactbrs.and my own observations with
regard to how evaluation contributed to the redeasca whole. My reason is mainly to
bring to the fore what emerged from the processtamaterrogate this cycle-end meeting
for what it did and did not do by way of a culmioatof a whole year-long music
participatory action research project. The othasoas involve issues of validity and
ethics for PAR in the evaluation process. Addregsiotions of researchers bracketing
themselves to avoid bias in PAR, Herr and Andef2005: 60) speak to approaching
validity through ‘critical subjectivity’ by allowig themselves to also go through an
evaluation as with all other participants, heneeitiea of involving invited research actors
for the fifth level of the five-point evaluationgmess. Here the evaluators were invited to
give value judgements even on the main researcteptat, however; it was only in the

% They left the Festival two days before their dagedand could not stay for the complete duratiothef
festival, risking loss of possible revenue fromitioked performances because of budgetary caomistra
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last cycle-end meeting that my presentation wasrked upon, apart from verbal asides
about the goodness and necessity of the MPAR grojec

“Performance evaluation method” (Maguire 1987: ®&came a major focus in the
MPAR as one of the analytical methods | used is tésearch to analyse data following
the ‘diversity of methods’ used in PAR as suggesteMaguire (Ibid) for knowledge
creation. As Maclntryre posits, (2008: 49) PARasitext specific allowing the researcher
to draw on a variety of ‘quantitative, qualitati@ed creative-based methods’ to engage
participants in the construction of knowledge. Ekaluation concerts at cycle-end
meetings were but one of such methods. Whyt (cited in Macintyre 2008: 49) remind
us of the PAR leading researchers into unfamilehways with the process probably
stimulating participants to think in new ways teetgrate provocative ideas”. The way
research actors prepared themselves for the ogatemeetings makes me believe that,
through the MPAR and the evaluation process, thengwonscientised to explore aspects

of their lives and to present themselves in newwamdue ways.

In their comments the invited participants highteghareas where research actors (both
the research leaders and their circle learnersatetedimprove. Research actors were
highly commended on their levels of presentatiorstage. Seemingly, the levels of the
presentation, performance and other life skill$ Wnare displayed by the various research
leaders and their groups were found to be impresaid, participants were encouraged to
continue with the work they had been doing eveerdfte project and after prison. Some
evaluators hinted warnings to participants agdiesbming too dependent. They should
realise even at this final stage of the MPAR thaythad been empowered for a whole
year and probably more with life skills that couleler be undone in their lives and that
the onus was on them to hone those skills further.

In the project, evaluation as a five-tiered plad karious consequences both during the
cycle and at cycle-end meetings. The first leves Wt of simply assessing offenders’
performance, which could have consequences for fillieire community involvement in
music in and after prison. Level 2 was that of ass®y offenders’ abilities in other ways
(organisational, verbal, stage management, presgtitemselves in public and so on),
which could have consequences for how the ParosedBsaw them and how they dealt
with rehabilitation. Level 3 was that of assesdimgr progressmusical development, (not
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just their immediately visible and audible stagdisk which could have consequences
similar to those at both 1 and 2. Level 4 relatethy research, which had consequences
for the extent to which the research actors woel@fgaged in the data analysis process
for production of an academically qualifying resdafespecially given the nature and
literacy disparities of some of the participangs)d finally what | was to write up in the
thesis for final academic evaluation. Level 5 was ane of gathering evidence that the
PAR approach matched DCS ideals and thus coulaemeed. Collectively, all these
levels seemed to emerge from the evaluations -twihiturn emerged from the activities
within the cycle and the evidence given in the eyahd meetings.

Part of this process was planned to include prasientof certificates of participation and
gifts in recognition of the efforts and time thlag¢ toffenders, in particular, spent on the
project. The handing over of the certificates waslp to further validate their
participation further, it was also to validate pessibility of achievements from a
structured learning programme offered in prison @ltichately serve as a motivational
factor since, perhaps, a number of them would lsameething to show for their attempts
at changing their lives for the better. Howeveréaese of logistical problems with an
external funder of the certificates, only the gdtaild be handed over and the certificates
were handed over (as already mentioned) on 29 200&

In assessing the work of the MPAR my one regret@pavas the gap left by the physical
absence of the Choir music circle, and the unptesdezfforts of the Conquerors - Double
Quartet and the Recorder music circles since tlsyfacused on learning of music
theory, among other skills and knowledge. Be tlat may, the presentation by the Choir
circle representative, Jonas, and their learninth@high order musical skills as discussed
above somewhat compensated for this void. In myesdd this was important to mention
in the context of Mthatha Medium Correctional Cergince the missing music circles
focused on a comparatively higher level of intdllet skills and knowledge needed for
participants in music programmes other than judbopming skills presented by the music
circles that featured at the cycle-end meetingirfgresence and presentation would have
further elucidated the success of the method at @MC

My observation of this final cycle and the MPARaawhole was that the spectacular
moments of the presentations tended to overshadgewther purposes of the verbal
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presentations, for example, with focus biased tdw#ne performative aspects. At this
reflection | cannot help but accept that the paicoptand its special focus on the
‘spectacular’ (Foucault 1978 and 1995) with regarthe retributive justice of punishment
finally got the better of the MPAR workers; even pigas to the highest authorities in
DCS about the Choir, Double Quartet and Recordenimees’ attendance of the final
cycle-end meeting did not help. It was a cry inwhikelerness, showing that one might not
get the necessary support of one’s communitie8 anes. However, | strongly believe
that music would help propel the participants fadvia using the skills and knowledge
acquired for further transformation goals.

20z



CHAPTER 6: INTERPRETATION OF DATA AND
DISCUSSION OF FINDINGS

6. 1 Introduction: Identification of themes arising out of the project

| have adapted the thematic content analysis appr@@CA) advocated by Wilkinson and
Birmingham (2003) to identify the main themes (esuwhich emerged from various
sources of data across all four cycles of the reee®VD footage, photographs, verbal
and written reports, including the evaluators’ mp@nd weekly journal entries. The
definition of theme | use here is Saldafa’s: “atcome of coding categorisation and
analytic reflection” (Saldafia 2009: 13; ‘categdngre being an explicit segment of data).
With this “process-oriented” approach (Wilkinsordd@irmingham 2003: 56) to
“themeing data” (Saldafa Ibid), | set about idemif) the themes which emerged. | did
this in three stages.

| have already presented a hypothesis and framefeotkemes in Chapter 1 followed by
an enormous amount of data in Chapters 2-5, treupulpose of Chapter 6 is not to add
new data but interpret what | have already preserte do so, | first did a preliminary
pilot search in Chapters 2-5 for what | expecteddeédhe most common words, simply
using the ‘find’ function in the Edit Menu, begimg with ‘learn’ and ‘research’. The
word ‘learn’ and its variants, ‘learners’ and ‘leanrg’ appeared 166 times in Chapter 1,
the word ‘research’ 116 times. In Chapters 2 t@Wéwver, the word ‘learn’ (and variants)
appeared only 123 times and ‘research’ only 61s Titeresting mismatch between my
understanding of research and the research pantitsipwas to be expected however, for
as | have several times in this thesis shown, teespy best efforts, the research actors,
especially the research leaders continued to smesttlves as learning rather than

researchin§?

The second stage was to use the nine themes iddrdtfthe end of Chapter 3 - ways of
learning, use of journals, changes in plans obactinusical progress, gaps in education,

8| refer the reader to Fig.3 in chapter 2 and lbesgry of terms at the beginning of this thesidlie
explanation of research actors and the various tbley performed in the MPAR.
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prior knowledge, behaviour, and discipline, theunaiof prisons and life skills - to see
how they developed in Chapters 4-5. | particuléobked for areas that different themes
had in common which came up the most frequentlgs€&hwere formal education,
management skills, music education, leadershiginskills, music skills and
knowledge, power dynamics, motivation, ways of béag and learning (methods),
communication, careers in music, participation addievement, cultural and religious
values, shared leadership and community development

The third stage was a process of refining thesmélseby comparing and sifting them and
by further reading. | eventually arrived at 11 méating themes that seemed to
satisfactorily encompass both the historical pregi& the project (a diachronic view) and
the main recurring issues within it (a synchron@a). | group them below under the
three headings: ‘Hopes and expectations’ - whatyewe brought to the project and
interpreted it and how content and strategies dgeel, ‘Developing and learning against
the odds’ - how progress was made despite therpasugironment, and ‘The acquisition
of life skills and the emergence of notions of tahttion’. Each of these three areas is
further subdivided as shown below.

Hopes and expectations

1. Hopes and aspirations - what inspired the ppétits

2. Gaps in education - their shortfalls in musaradl general education
3. Prior knowledge brought in by participants

4. Grasp of the PAR method and implementation éir tmusic circles.

Developing and learning against the odds

5. Programme content and how it enabled knowleddeskills to be acquired

6. Learning strategies used by participants to ise@und improve knowledge and skills
7. Interactions among participants - how they poediknowledge together

8. The learning context and how it affected theegigmce of learning

9. Prison conditions - regulation (the Panopticam) how they influenced progress.

Life skills and emergent notions of rehabilitation

10. New life skills and values acquired and thelation to teaching and learning
11. How rehabilitation was understood and appliedi lFow perceptions were altered.
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6.2. Hopes and aspirations

This was a focus right from the start, expresseldili the DCS and the participants in
many different ways, but it continued to appeaamsssue throughout. In the first meeting
of 16 October 2006 the area commissioner of DC& %aie are grateful that people like
you have become involved ... It is certainly a credlithis centre and me as the area
commissioner” - in other words even the presendbeproject fed into his aspirations.
The aspirations of the research leaders were soatedeleper: the one with the music
degree said, “Now | have a chance to teach wresrht at UPE” (Mduduma, pers. comm.
16 January 2007); and the female intern aspiretipplement her sports management
diploma by learning music. On the other hand, #search leaders who were music
students looked forward to gaining research skilld community outreach experience
through working with illiterate and disadvantageple. A research coordinator was
focused on rehabilitation: “we want to develop ¢fo®d habits in them, so that when they
go out they can be better people in their commesiitfMdokwe, pers. comm.).
Meanwhile the community music expert, who was alyes music teacher, hoped to fill
gaps in her educational practice as an arts andreukacher: “I see my involvement with
this group as my moment to impart my knowledge abmwal art and practise how |
could take this further at my own school with tearhers” (Mlandu journal entry 09
September 2007).

The first (nine) offenders involved saw the MPARaasopportunity to get back into the
education stream and supplement existing musidéd:sithuba lokufunda izinto
ezintshdit is an opportunity to learn new thingsiat | have always been interested in, but
could not do them outside because of my age” (Msgers. comm. 16 January 2007).
Some offenders hoped to join established cultigdmisations or form youth groups in
their communities after prison and were emphatauakheir wishes and plans. Dubula, as
we have seen, realised this aspiration with the&dion of the Nyandeni yaku-Mdepha
music circle.

Achievement was high on the list of expectation#) wmphasis on seeing concrete
incentives for achievement: “Mother, | want to knaivat the benefits for joining this
project are?” (Gogobala, pers. comm. 16 Janubig)also expected there to be a learning
process: “Are we going to write examinations andagetificates for participating?” This
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guestion presupposes a certain status being attaclaeperson who has achieved
something.

Olwage’s (2003: 28) proposition of “the work of tbertificate for hierarchising” explains
the trajectories and expressions of aspirationshapes of the research actors in
participating in this educational venture. Victorieghoralism used music to slot
individuals into hierarchical social strata throwgiaded choral music training for self-
improvement, societal occupation, and status (I@it)s, by implication, inspired
individuals through a subtle and manipulative psscef set standards in participating in
the MPAR to be productive, to improve music skaisl knowledge to move up the social
ladder, even in the prison environment. Here caonistis were rewarded with certificates
for participation and parole releases.

6.3. Gaps in education

Notwithstanding hopes and fears, the gaps in etucat entry level into the project were
also clear from the start, and obviously affeceshing within the MPAR, especially
incomplete schooling and (il) literacy, as varioesearch actors articulated in Cycle 1.
Only two of the 11 research leaders had univergilifications and the rest were semi-
literate or illiterate offenders. Examples of péved gaps abound in personal
conversations of 16 January 2007 already: “I| anpihap be learning again since | left
school quite early” (Gogobala); “I cannot read oite/ (Dubula); “My first school was
Luthuli J.S.S from STD or Sub A. And it was also lagt school [because] | ended at
STD” (Madikizela). Some blamed their lack of schogland illiteracy on natural causes,
“Unfortunately | took ill and became sickly untihkd to leave school”. Others blamed
teachers: “l was failed when | was about to staid $” (Mabho). A few had elementary
knowledge, for example, “pass STD 3, | can playlubhe instrument. | can also sing. |
did study music but I did not pass. | study mukeotry from STD 2” (Higa, pers. comm.
16 January). One offender said, “I was arrestedwheas doing STD 7” (Nomesi).

Halfway through Cycle 2 the gaps appeared to sede&lent, or rather less important to

the participants. They were tempered by the MPABe&rRnce, and people often
expressed tolerance or sympathy: “I enjoy workinipwWladikizela, he has no inhibitions
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about his lack of education ... he informed us thair action plan was late because they
are not educated. All the members of this musidesieft school at primary ... | left in

Sub A” (Ngoma pers. comm. 15 April 2007). Timaskhandguitarist reflected, “Despite
his limitations [Madikizela] is willing to learn ahe does practise but [it] is a huge
struggle and frustration on both of us becauseaheat read properly” (pers. comm. 1
June). Likewise Madikizela said of the offendertgust, “He is uneducated, he has never
been to school, like me, so it should be easy $aoueach each other”. Such observations
and expressions help concluding that researchsaatere now, because of the new
knowledge they were acquiring, in a position told/igower. They were better able to
scrutinise situations, reflect on these, make vpldgements - even on each others’
behaviour, nature of participation, and resultamievements and failures.

The impact of such limitations was still felt netieless, showing in the growing tension
between ‘learning’ and ‘research’ in Cycles 1-2medy, the calls for uniforms, books,
examinations, and certificates. The expectatiorafoeducation to be somehow
‘completed’ was very strong at the beginning, Ineiag) efforts were brought to this
process by the participants. Even when writing repdor example, they were bent on
expressing themselves in English, as if they weehool. English is not their first
language and several of them struggled especailyrite it. Language problems, spelling
challenges and grammatical errors manifested evéreieducated, as this example from
the Theory of Music circle’s action plan of 3 Ap2i007 shows: “Although they are still
young their behaviour is good except some otheemrdgr [agenda] also involve in other
activities so we have to find a suitable time”. Tingitation of language was also partially
related to the extent to which participants undedithe PAR method, although the
explanations were almost entirely in IsiXhosa.

The panoptic-wise research actors were once agascentised to much higher level as
they were in charge and taking control of theiufat They were caught up in the
legitimation process as ‘knowledgeable’ musiciaelibd bars, hence the desire to
express themselves in English - the language oédlneated. They were perhaps even
conscious of the change in their educational status

Gaps in the education and literacy levels of redeactors continued to be a concern
throughout the project. The efforts to play musinatruments carrying inadequacies in



education are a case in point. llliteracy did adostifle attempts at documenting events in
the journals. Reflexivity in the journals was thesndifficult task because even what
school education they had, had not prepared pdopself-reflexivity. Through
deliberation and dialogue about this issue, sorneesis was eventually obtained. In some
cases behavioural and disciplinary problems thatesiones come with low levels of
education and literacy stifled musical progres$)gspened in the Juvenile Gospel and to
a certain extent thisicathamiyamusic circles. In some music circles, it took thegeles
before research journals could be examined. Ondéitraal music group relied on one
person (who was not even the leader) to make jbentaes, throughout the project, and
consequently a lot of their meetings were captie®VD footage. What emerged from
this was a need for a more structured approackrergl education in prisons and the
creating of wider access to it for participants.

Had the MPAR project taken a longer life span a3etterbeck’s or Goodall’s project,
better results may have been experienced in tais &ome research actors’ experiences
and achievements gained after the MPAR suggest@oigobala, on his release on parole,
went back to school to complete his high schootatan. Madikizela went on to form an
Uhubhe cultural dancers club which now exists eegstered entity of mainly in-school
youths in collaboration with his brother (a teagtesrd has gained the respect and
confidence of the community. This signals to medigaificant implications of life-long
learning as one of the benefits of empowermentnaragies like the MPAR.

The education enterprise offered by the MPAR helpmtstruct new identities for
participants, for example using the prerogativehtoose fellow research actors with
whom to learn. They were able to discourse on taemnar in which the MPAR was to be
organised (procedures and processes) in the aogwabrkshop in Cycle 1 as shown in
Chapter 2. Data further demonstrated that learfgositioned’ themselves within the
MPAR process as they developed from one level tdheen (research leader to
coordinator, for example). This relates to the ideRose (cited in Fejes and Nicoll, 2008:
115) that “[w]ithin advanced liberalism through edtion, inhabitants are positioned”.
The identities of power that positioned the redeactors as independent and responsible
participants for making choices in the project doaly occur through an educational
resource such as the MPAR offered. This situatiaa tantamount to the belief that
“people are incited to act as well-oriented conswm@making choices about, for instance,
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the form of education that they take up and purgdatkrisson and Assarsson cited in
Fejes and Nicoll 2008: 114).

| argue that research actors in the MPAR had sstgsdemonstrated that the
panoticon, originally designed as a manipulatimgtegy of power (to benefit prison
officials and to monitor and surveille offendersgsnn fact used by research actors,
especially the offenders, as a way of enacting then power. As Foucault points out
(1978: 26-27), power is a strategy exercised orrgtand an ongoing exchange in which
the dominated can collude: here power and knowl@dgé/ one another. There was a
shift of power from officials to offenders, with wah officials struggle more, | suggest,
than offenders. Offenders for their part begans® their knowledge as performing
musicians to exercise the power of their acquisiobmusic skills, life skills, self-
confidence, organisational skills, and problem-sw\skills - even within their dominated
position, which on the surface seems not to allomttis kind of personal growth. My
PAR methodology provided a strategy for shifting balance of power, which the DCS

itself aspired to but found difficult to attain.

6.4. Prior knowledge brought in by participants

Educational gaps were balanced to an extent by kmnowledge, especially musical,
although this theme was not apparent all at ontieedbeginning, but became extended as
the research progressed. In the context of the MRA&vious knowledge that
participants, especially the offenders, had befloeeresearch project often provided the
basis for action plans intended to improve theiifssknd fill in gaps in their knowledge.
For example, a number of participants had performe@rious competitive artistic

forums before and during incarceration, some remtasy the prison in NOCC and DCS
events throughout the country.

One of the very obvious ways in which prior knovgedvas concretised for the team
visiting it was seein@ldephavillage, site of Dubula’s roots, “We had alreadgritd
[indlamg when Dubula got incarcerated and | asked hishieraio lead the group in his
absence. They are all gifted children; even theindfather and father were greadlame
dancers” (Ntshilibe pers. comm. 13 October 200€cdgnition of the experience that
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comes through informal prior learning plus somewkealge about the phenomenon,
which the MPAR allowed for, provided the stimulas progress, and helped people to
construct new identities in some cases: “Even thouay are educated people in a
university, | am more educated than you are becamseannot do what | have come here
to do and I am going to show yadn,factteach you how to perforimfené (Madikizela,
cycle-end meeting 3 July 2007; his emphasis). throng the plan of action Tshayimpi
(pers. com. 5 August) reflected, “It is true thdtatever you have learnt is not in vain, my
experience with the school choir is helpful”.

Interwoven in the theme of prior learning is theéiomo of lifelong learning, because many
of the participants were adults who did not seeptiogect as completing something they
lacked but giving them something they could corgitmiwork on. This contributed in
constructing learner identities differently, anshlwv them shifting from one position to
another as they were acquiring knowledge and apgplsome of it within the research
process. Tshayimpi’s request to have copies of mgical expressions handout made for
the music literacy groups, so he could give themisagroup is an example of this.
Another one is Mpopo’s shift from being a resedeater to a research coordinator. Also,
her later shift from being a defiant participanthie Spiritual Dance circle to being a
formidable leader of that group is worth noting itsrsignificance in identity construction
within an educational enterprise. At the spur ef thoment she presented an inspired
report at the final cycle-end meeting and astonglyiperformed with male offenders
which she vehemently refused to do in the lastrivemths of the project.

The original nine offender participants were puglpshosen because of their previous
roles, before the MPAR, as leaders of music grosgsie were conductors in the MMCC,
for example. Prior learning was then apparent mesof the expectations expressed in
Cycle 1's workshop, such as, “It would be quiteenifiowe could leave the project
knowing how to read and write both tonic sol-fa ataff notation” (Qoboza pers. com. 16
January). Comments such as “I see staff notatidgheasost important thing to learn for
me since | am interested in singing opera musid’‘ameed to learn staff notation”
(Mathida pers. com. 16 January) shows what theythop build on. Wanting to learn to
sing opera in German or Italian, wanting rewardsafthievement, and action plans to
acquire music literacy skills, all relate to aspeuitformal aesthetic music education about
which they must have had very limited knowledge,dnough to know what was
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possible. Even by the end of Cycle 1 | think offersdwere already speaking with the
‘power of knowledge’ partly because of what thegught to the project, very clear about
what they needed to transform in their situatiod kres, already to some extent
‘speaking bodies'.

The huge repertoire of the choir music circle whiesulted from years of experience with
the NOCC is another case of prior learning. Indesasical prior learning was arguably
the most useful form of prior learning in evidenc&inly because of its active,
performative element. The data in all four cyckegealed participants’ determination to be
actively involved, presenting findings even frome first activities of their music circles,
decide on venues, time schedules, and dates fomtieetings. The research leaders came
from a wide spectrum of the community with a wideigty of skills, education and
gualifications, helping to create thecessary symbiotic links between academia and
‘local knowledge’ (Green 1988: 2 and Babbie and da2006: 62). Jennifer Green
asserts that PAR should include as many particgamnipossible, for this reason, to enable
it to serve one of the fundamental principles ahderacy and active citizenship.

DeNora’s idea of people using music in their déitgs as “a survival strategy” (2000: 53)
also relates to the principle of recognition obpiliearning: because of it, some
participants were able to be considered for acaedsassessment in the MPAR. Research
actors familiar with Gospel and Choral music showaderness in promoting the teaching
of music genres they knew little about. With thed of some research actors transformed
beyond the MPAR, music knowledge and skills acquirgough the MPAR project

proved to be a survival strategy as they contioygrosper as renewed and economically
active citizens in their communities. With theiqaaed knowledge and skills, particularly
other life skills, a number of research actors wemto start up business ventures. For
example, Dubula is manging and directing a regsteooperative with 32 members, and
he has travelled overseas. To date they have achjaind for farming and in order to

build an arts and culture school. He is well kndwithe political leaders in both the local
(Nggeleni) and (Nyandeni) district municipalitiéise district and provincial Department

of Sport, Recreation and Arts and Culture officialsd has participated in the annual
Provincial Wild Coast Festival and the NationalArestival in Grahamstown. Nomesi,
while performing with his recently formed Isicathiggnand Gospel groups is curently in
the process of registering the two entities. Herhade significant progress as an
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entrepreneur and works in a registered close coatipa poultry farm with his two
brothers, which is currently serving at least thviibatha Spar supermarkets with
chickens and eggs. Malindi, from the visual art ilmegcle, likewise, has acquired a job
at the Mthatha Holiday Inn Garden court, whileret same time selling his paintings to
tourists who frequent the hotel and the town.

6.5. Grasp of the PAR method

After the PAR method was explained in Cycle 1 thveas a concentration of effort on
organising music circles, addressing disciplingl laeginning the implementation of
action plans. A grasp of PAR was at first reveatetirectly in the evaluations, which |
think reflected a good level of understanding. $hecess or failure of the PAR method
was constantly reflected upon by myself, of couas®l as the project progressed many
other journals and reports (and informal conveosai that spoke to the acquisition of
new skills, improvement of existing ones, failurelsallenges, and problems that
sometimes impeded progress - all showed a graggahethod. Some people were very
aware of their action plans as research: “We hatemanged our topic but we are now
going to research new dance stylekalso want to encourage them to create their own
styles” (Madikizela, pers. comm. 4 July 2007). Aekéater he noted, “we had successes
in so far as our action plan was concerned ... ¥tbér learnt new dance steps ifofene,
different ones from the previous ones”.

Gobingca commented several times on improvemethigimmplementation of action

plans, and other comments such as “the two [chesgarch leaders know how to schedule
and divide the work” (Mafunda pers. comm. 5 Aug2@d7) and “The Gospel group [has]
a keyboard player who has taught one of them tp[slathey] then had an exhaustive
practice session of the Long Day Closes” (Qoboza.memm. 14 September) reveal an
understanding of the need to keep at it, to regadvork as an ongoing experiment. By
November the Juvenile Gospel was still “on the trighick “in terms of the MPAR
“although | cannot say they are fully prepared.réhare things that | am working e.g.
confidence, conducting themselves on stage, e.¥¢hat sustains them best is quality
compared to the previous cycle, and their usagbefournal. They have grasped the five-
point evaluation framework successfully and | amficient that they would be able to
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pass on the AR method” (Gobingca pers. comm. 7-@&her). This also shows
Gobingca himself, of course, having grasped thénatevery well.

Nomesi’s individual success story in becoming abloaydist for more than one MPAR
music circle was not only a major breakthrougheimts of his acquisition of skills (see
Chapter 4), but a success as far as his abiliigéothe project constructively was
concerned. The peer evaluation by Ngetho and Mabhb/ October) (see Chapter 5) is
another example of procedural understanding.

The main tension about coming to grips with theidéaction research was the way some
actors kept interpreting and articulating the MP&dformal schooling rather than as
research, with their emphasis on uniforms, exanunat and books. Even later in the
project one research leader boldly informed theemod how he persuaded the facilitator
to buy new uniforms for his music circle, and ddt they were the only music circle that
had new uniforms. This also highlighted anothesitem between process and goals,
specifically, the goal of performance, which iskkal to the idea of ‘looking good'.
Participants in MPAR assimilated the desire forcspee and attached high importance to
being seen to be doing something positive and good.

Music performance became the main feature of cgnbbmeetings, tending to
overshadow reports, as music circles displayeagtstage presence, from which, indeed,
they received admiring remarks from the panel @il@ators such as “He is a natural
entertainer”. The performative aspects at successfments recalls John Fonti's (2004)
work at Parklea Correctional Centre (UK), wherepgkeormance-based medium
dominated. It demonstrated success in developirtgcipants’ life skills and emphasizing
objectives rather than producing professional masg The acquisition of higher order
knowledge, as in the struggle for reflexivity iretfpurnals of participants, and the
acquisition of instrumental skills is a case inmoi

How to use journals, and what journals were, wadhear tension, as indicated in Chapter
3, until | provided the template (Appendix 4), ghdn the keeping of journals was largely
successful. Part of the problem was the lack dismaabout it. One of the reasons people
had problems with journals was not keeping themsbbinitting them, such as in the
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Indlamemusic circle. This was out of respect of confidedityy or reticence because of an
internal prison investigation around a participgatiticularly towards the final cycle-end
meeting. This may have been due to lack of undedstg of the reflection stage of the
PAR process. By the end of the MPAR, as discuss&hapter 5, all music circles, even
the Hip-HopKwaito group, had mastered the use of the journals aeé there no
prominent changes in plans of action, as there wettee earlier cycles. Plans were geared
towards the final evaluation concert. | can congkly say that the process, whatever
method was used, was self-directed and learnerezknudging from the research journal
entries, and the approaches were resource-baseatkadd-driven with groups requiring
material resources to support and complement tes@arch endeavours.

In her last report on the AR project among musgciers in KwaZulu, Natal Sallyann
Goodall emphasises the importance of grasping #tbaed so as to achieve results in the
shortest possible time, even in informal situation® started very small ... but gradually
... they could achieve good results in a short tinta music, even if they were not
formally trained” (Phase 6 2000: page 4). Her pgéints, however, were educated
beyond school even if not trained in music, ang there all literate. The Hip-Holdwaito
circle, which emerged only in the third cycle oéttesearch had particular difficulty in
grasping the PAR method and struggled to underdtendse of the journal. They
nevertheless managed to achieve some resultsaryahkort time (by the fourth and final
cycle).

Despite the problems, all the research actors mdagnthusiastic and interested in the
project; hence the growth in numbers, the develaprokthe way plans were drawn up
and alternative plans to learn things that werg tdsllenging made, making progress
more manageable within the music field. Those guallgaged, for example the Double
Quartet music circle and the Choir music circled sicathamiyamembers irmhuthukani
Mampondaand Juvenile Gospel music circles, were even martevated and determined
to achieve greater levels of participation.

The successes and failures in the MPAR were evetkehyg aspects of progression and
non-progression in the early cycles. However, thents and developments that occurred
in the third and fourth cycle outweighed the protdeand interruptions that the research
actors experienced. (The impact of the environrmarthe MPAR method is addressed
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under theme 9. below.) Our data definitely recordedntensification of momentum and
excitement with regard to achievement of goal®ienrhusic circles. The registration of
three new genres (hip-hdgvaita visual arts and spiritual dance) were impressive,
especially their new focus on integration of mugith other art forms. Also, the existence
of two indlamemusic circles was positive sign of the method wagkiPerhaps the best
sign of success in understanding the method wagrtiveth in the number of participants
from 16 research actors in Cycle 1 to 70 by thedr@ycle 2 and 153 by the end of the
project in November 2007, the ‘multiplier’ effedtthe PAR method being one of its most
important characteristics. All of this, | posit, ynlaave been influenced by the idea of the
‘public specatacle’ (Foucault 1995: 7), triggerartie desire to be seen as belonging to a
certain league of performing offenders, the musgiaehind bars.

6.6. Programme content

The next five themes are concerned more with wappéned, and how development took
place. Programme content may not seem an obviensetbut it is one presupposed by
the action plans, which identified and specifiedteat right from the beginning. Content
was a key element in the way circles gathered mtumeas a result of the strengthening
of action plans, and music knowledge always ungiggtagramme.

The notion of formal education as opposed to infdramd non-formal education (very
strong in the early cycles), that underpins anyrieg programme, emerged strongly from
the data. As music circles focused more and mot@®@acquisition of musical knowledge
less mention was made of uniforms and examinatamd,in cycles 3 and 4

more emphasis was placed on the level of progracontent. It revolved around several
things seen as key to musical development, sudotasion, keyboard and other
instrumental skills, conducting, repertoire.

“It has been a pleasure to learn to play the keyhaspecially that now | am the only one
who can play and everybody looks up to me. Everpthblem of sharing a player with

the adult gospel group, no longer prevaiBdcause | had access to the keyboard ... |
would practise and even learn new songs”, said opreudly (pers. comm. 20 August
2007.) This strongly highlighted not only the imgaorce but the advantages of learning to
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play music instruments, particularly the keybo&dsearch on musical aspects of content
went deeper in the later stages. Since choristettgei Choir Music circle for example had
acquired some music literacy skills, concentratiothe later cycles was on cultivating a
good choral sound, and breathing techniques: “hjdtee one thing you need to work at is
breathing, as a singer you need to be able to@antd manage your breath. Now as you
come to the end of the bar, you are finished aagtirases collapse because of lack of
air” (Mlandu pers. com. 14 November).

Technical aspects of content gradually extendedl fgroups that dealt with the voice,
even physical exercise: “You should know that mggig, physical fitness is important;
that is why you must do exercises. Those of you anessmoking, you'd better prepare
yourselves and vomit it out, otherwise it is gotade tough for you!” (Ibid). Attention to
detail in content emerged in the way improvisabecame a tool: “having sung together
with the same movement, you are going to improaiseuntermelody... Again, having
sung for a while | would like two or at least thigeople time and again to jump up in
front and improvise short free style playful adtisitjetho pers. comm. 5 October).

Data revealed from the onset that elements of tratfitional and western music were
considered important content. This may have cowm the model of the NOCC'’s
categories of prescribed pieces, which | explamé&hapter 1. Also, school curricula in
the 2000s were used to accommodating the divesEityltures in the country and it is
something to be welcomed and consciously builtnotmé context of prisons.

Paulo Freire notes that, “The starting point fayaorising the programme content must be
the present, existential, concrete situation, céifig the aspirations and needs of the
people” (1970: 15). That situation in MMCC was klsgvocal, especially choral, and this
was reinforced by the inception of the DCS choaathpetitions in 1997, which in turn
were not seen as a ‘programme’ but as a copy ofcnagsivities in communities outside
prison. In the project, the research actors wighganopticon in their hands demonstrated
greater possibilities for the NOCC as a potentialce where music education might play
a role, offering a new knowledge base and an empogvset of skills transferable outside
prison, thus demonstrating rehabilitation to ah@erned. With such interactive and
interpersonal strategies used by offenders in tRARI, other educational values that were
embedded in the form of dialogue and communicateléeration rely on reciprocity,
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mutuality and interpersonal skills where the dialeg(Freire 1998needs to be passionate
and committed to the development of others.

Regardless of the nature of improvement, the etiahmemphased the spectacular effects
of achievements, with less comment on the cognéspects of the work. Maybe my
failure here is due to the design of the evaluagiod, which offered less opportunity for
comments of a cognitive nature. However, in thdwataons, progress in skills were
sometimes linked to a sense of moving into newteot), as when an evaluator
commented about one of the presentations: “Conlgtains! You composed your own
songs” (Professor 1, pers. com. 29 November); arimgoup to a new level of content:
“Stage manners are very good” (Professor 2, perant). Obviously the revelations were
that the research actors were not just progresgiaguperficial level but were also
improving their standards of performance.

However, some music circles could be considereghata in terms of content because
they never ventured into new music topics, not éaean attempt to try other music
genres. This to me was an indication of complacemey/perhaps fears of the unknown
and preference for remaining in the comfort zonenétheless, there was marked progress
in other areas, like life skills, and perhaps teklof progress indicated the need for more
psycho-social components to stir music circles adton. | posit that these are some of
the constraints in conducting a PAR type of rededke the MPAR, where two sites and
structures were involved: the prison and acadendimes. There seemed to be clashes of
interest with regards to achievement of goals.i&airh the research offender-participants
tended to progress faster on life skills and slosvemusical skills which was the crux of
the MPAR for academic participants. For the prisommunity changed behaviour was
the underlying goal to demonstrate notions of réditation, as evidenced by earlier plans
of action that focused on doing certain thingsaorging, being organised and regulatory
concerns of constitutions, agendas and codes afuobnand showing themselves
differently at cycle-end meetings on the one h&mlthe other hand, time frames in
academia matter and are strictly adhered to.



6.7 Ways of learning

The varied approaches to learning, resulting ifedeht kinds of interactive and inclusive
participation, were not surprising, given there eveeveral facilitators and assessment was
ongoing. Cycle 2 reflects a prevalence of empirstedtegies and approaches: learning by
rote, role play, imitation. All of these are clogéhked to performance-based approaches.
Story-telling, typical of the oral tradition of Aéan cultures played an important role in
the oral reports at cycle-end meetings; the namatbout the history ehdlameand

notions of civic participation in Mdepha village byshilibe. The ‘cascade model’ proved
to be the most convenient way of increasing the pddearning as discussed in the report
of thelsicathamiyagroup in Cycle 3 about three members learning ¢ings and
choreography steps and then teaching them to twloree other members, and so on,
down to the last person.

Gobingca’s description of the Recorder music cioriel9 October learning to play part of
the National Anthem (Cycle 4) illustrates rote teag, while the development of choral
technique and dance steps in théubheand Choir circles emphasise self-discovery.
Trial-and-error was used in the Masifundisane masae, as participants discovered
possibilities of transcribing music from tonic galto staff notation using known songs.
The Spiritual Dance circle learnt their dance stbpsugh demonstration and repetition
and in themfenecircle each learner created a series of dance amgording to how they
felt the various music phrases. The approach fedtirthe Recorder music circle on 8
August 2008 was more conventional: “We taught themplay the C major scale on the
recorder as they had requested to be taught rdtheto discover”.

Sometimes “exercises were done to familiarise thegwith new concepts” (Qoboza
pers. comm. 5 September) and integrate music, &yegudrama, and dance. Later, in the
project integration of the art forms played a digant role. One research leader requested
art material to paint t-shirts for the Visual Arbgp, four music circles integrated music
and dance, and two new ones, Spiritual Dance apehbip Kwaito, emerged. The next
theme examines the nature of the environment ichvtine various types of learning

thrive.
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The data also indicated a shift in leadership etyias within the music circles where some
research leaders brought fresh ideas that incltetditment of new members. One of
many such new considerations was this comment, mad@:June 2007: “We decided as
thelsicathamiyato recruit them [the new offenders] to be parthaf group before they get
contaminated by the ills of the prison system”.ISstatements illustrated high levels of
intellectual capability and maturity of the musarficipants. Leadership within the project
took further strides as the Choir music circle cwred operations under three research
leaders. The emphasis here is on shared leadgattipularly since a number of other
research actors participated in leadership rolegweral music circles. In the meantime,
research coordinators and the music expert toalelsaip to another (higher) level by
taking charge of organising and evaluating the vadrthe research leaders and their circle
learners at aad hoccycle-end meeting. Data revealed the willingnesseagerness of

the research actors to assess whether they hadret#iteir management tasks.

Participation and interaction among participants wanajor learning strategy, connecting
with how knowledge is acquired and produced. Tha dave much evidence of dialogues,
debates and discussions held to reach consensusento continue learning. | argue that
the methods used by offenders generated throughsdimns and dialogue about what was
observed, what should change and how, through inateednd direct hands-on
involvement of the participants, brought to theefpositive results from the benefits of
approaching learning as communicative action (Haber1996) and needs-drivaNljite
Paper on Corrections 2005

Education as an aspect of rehabilitation and adterof offenders played a significant role
for some of the participants. Through the variedhoés of music making and learning,
one learnt to understand what music meant to ttemaérs, emphasising a consideration
of thefunction of music in their local and aesthetic @xtf their different ways of
“musicking” (Reimer 1970: 77), making music in perhance. As ethnomusicology
research makes cleamusic’ is not always a strictly musical activity.

Members of the Spiritual Dance developed the c#péaziteach music and other skills
through interaction, free deliberation, dialogud achieving consensus among
themselves through democratic participation in gaingg and determining knowledge
that would be useful to them in and after prisopcBntrast, are Mawawa’s undemocratic

21¢



comments and autocratic style in his verbal repor29 October 2007: “I focused on
those who were knowledgeable. | look at them amitléeon who has progressed and who
has not and make a decision that | would not geovitir those who are behind”. It is no
wonder that the music circle he tried to continuhafter the release of the original
leader disappeared. This is a clear demonstrafiamat could go wrong when

participants have misunderstood the PAR methodtargbals of emancipation and
empowerment.

Still, the “culture of silence” (Freire 1993: 13pw steadily being shattered as the research
actors were swinging the panopticon pendulum thnaliglogue and action, shaping and
moving the project forward with visible resultsdty voicing their ideas and opinions in
ways presupposing a perspective of lifelong leaysince education is never ending and
is futuristic. This, | argue, is a question of &hih knowledge organisation and production
within a community, especially breaking down theidi2 between, on the one hand,
formal and, on the other hand, informal and nomrfarlearning. Lifelong learning also
emphasises making use of the learners’ perspeasiestarting point even in deciding on
the nature and content of music education in priBagardless of how short the time and
how novice the teachers-researchers were, the MRiiRts emphasis on praxis (Freire
1993) and active communication (Habermas 19963¥t@skresearch actors to demonstrate
development, as in the meeting of 3 October.

Another example of fresh approaches to learningesoitom Cycle 3, with research actors
in the choir. The approach was no longer thatmp$y imitating the singing of the
conductor (rote learning) but rather implementinglared theoretical knowledge, acting
on it, observing its effects and drawing conclusiabout it; that is, praxis (action and
reflection). This is the basis on which the Conquer Double Quartet were able to
advance their learning of the theory of music,mplementing it in their choral songs,
which in turn advanced learning in the choir. Tis thay, Qoboza still assits choir
conductors in training the GET school choirs inviikage — who have since his
involvement achieved impressive results in the kand district South African Schools
Choral Music Eisteddfod (SASCE). | argue that th&als also provided educational
opportunities in the sense that they used the tqubrof note taking, something to be
encouraged, as it eliminates the cost of havinmgpeat things. Qoboza was one of the
most diligent research leaders in this regard thinout the project. Documentation in
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journals becomes the immediate point of referencenyparticipants have to implement

actions.

The varieties of teaching strategies indicate albvarmof processes and means. These
includepraxis; metacognition, recognition of prior leampiand lifelong learning for
praxial music education. | explain the two appraechf recognition of prior learning and
lifelong learning in the next chapter. Metacogmitiovolves: knowledge, and awareness
of own thought processes and learning styles, kedgé of the strategies that might be
used for different learning tasks, and controlef-segulation (keeping track of your
thinking processes), regulating and evaluating tflelmmmeridge 1991).

Lastly, a valuable learning strategy everyone waslved in was assessment. This
operated within circles: “Tshayimpi then led thewp on time signatures. He progressed
to the end [and] gave the Group homework” (Qobaaa.comm. 5 September), and all
circles were assessed at the cycle-end meetingsid®uhe circles, co-ordinators were
evaluated: by the end of the project, the MPAR éaaluated two local coordinators and
produced three in total. Assessment is a vital giatte development strategy within PAR
as Herr and Anderson (2005: xv) have shown. Thggrreit as one of the major goals of
AR to “generate local knowledge that is fed badh e setting”, and this cannot happen
without assessment. | further theorise that theesses gained in the MPAR reflect the
self-initiated and needs-driven process that esesgall AR and PAR projects, as
emerging from the different styles, approachesstrategies and techniques in which

knowledge was solicited and generated.

6.8 Interaction and knowledge production

One of the new themes that emerged strongly inéSy&land 4 was how the participants
interacted with each other. During meetings discusand dialogue prevailed from the
first to the fourth cycle, and was the predomimantie of interaction. Managing every
situation required dialogue, and even planningifatogue, as shown by conversation
between Mdokwe and Mpopo over the Spiritual Dancgecresolving their differences,
on 3 October 2007:
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Mdokwe: | think for today let us do as we had plannedf ttwork with the two
ladies so that they can try and catch up with tiyesgvhile the gents do their thing,
and we discuss this further with Mam [Mrs Twani]daes she know about this

arrangement?
Mpopo: | have not spoken to anyone about it; you arditee even she does not
know.

Mdokwe: Then, | think let us do as we had planned foaje@jo back home and

talk to Mrs Twani and when we meet again we cae §fosa [Mpopo] an answer.
Here, the empowering effects of intelligent managehand regulation of circumstances
were at play. Dialogical moments were found inaian of assessment, for example
when Ngetho [Sive] and Mabho [Siphathiso] assefisedvork of the Hop-hop Kwaito
group (pers. comm. 17 October):

Sive Wonderful, you are doing well guys, and you hamproved the pace, your
speed is the same as that of the keyboard.
Siphathisa No, great! You can do it gentlemen, but now yeechto work on the
movement of your hands so that they can move arwptd the lyrics of the song.
At the moment each person is doing his own thingkvis different from what the
others are doing and the hands do not depict tlzenimg of the words. Otherwise,
this is greatl cannot wait for that day!
To Freire (1970: 53), interaction presupposestkiestigation of “generative themes"
through the awakening of the critical consciousmasthod which takes place at various
stages of the investigation. In this sense, diadgua consequence of action and reflection
(which may flow from discussions and debates) coinbitheory and practice from
which knowledge is acquired. Teaching and learoiccur as the participant in the
dialogue interact, and is thus an extension ofipramd an interaction of both praxis and
consciousness-raising. The five-point evaluati@nm@mbraced these ideas at different
levels where the circle learners alone dialoguedragithemselves and later interacted
with the research coordinators and facilitatorieparation for the cycle-end meetings.
The final stage of dialoguing was the four cyclelemeetings where music circle learners
dialogued with the evaluators who evaluated themtrcbutions for production of new

knowledge about the MPAR and the participants tledves.

For the offender-participants, in particular, tremsfer of skills did not occur from just
observing others, as it was with my earlier redeéfevani 2002), but by participation,
and in particular ways in which dialoguing and dpwere critical along with reflection,
observing, and planning. One of the first areastafraction was the interviews conducted
by research leaders at the beginning of Cyclerbutih which they started to gain
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confidence as leaders. The activating workshoperiritroductory cycle sought to develop
a community of learner-researchers within the cw¥iof the prison. Working together
was also a factor in discipline among members,isuineflected in the music circles’ codes
of conduct and constitutions. The hierarchical reatf the management roles within the
research, where some become drivers (strategio@ighand others operators
(implementers) did not impede dialogue. Rathegassh actors benefited from the way
their roles assumed a variety of shapes such asgkarch facilitator, research
coordinators, local coordinators, research leadeusjc circle learners and invited
research actors (the experts/ evaluatords Elden and Chisholm (1993) and Alice
Macintyre (2008: 2) suggest, PAR juxtaposes indiglsm and collegiality and the
building of alliances between researchers andgypatits in the planning, implementation
and dissemination of the research process.

6.9 Learning context and production of knowledge

The research skills of the participants | workethwvere not yet at the level where they
could contribute and generate knowledge to a vigty kevel, but the whole atmosphere of
the research was that of knowledge production. &ters more positive than negative
reinforcement: “Nkuthalo’s speech was very encomggnd gave us new hope that
anyone of us can take up the leadership positiah#ve to keep the morale high” (Higa
pers. comm. 1 June). Personal determination wasatrtithe likes of Papa (Msawu) and
Mavusana [Majanti] showed determination and a greatest on each and every lesson
... The day was hectic but | enjoyed doing the thivag | like most, making music and
helping somebody to learn” (Gobingca, 19 October).

The attempts at balancing psychological modallietsveen participants made the
learning context enjoyable even when they wereecting and reprimanding other. “Oh! |
had such fun with the recorder group... everyoneustiag the officers was excited about
the ‘new’ instruments” (Gobingca pers. comm. 20 M#&ailed attempts at acquiring
instrumental skills could even be sites of comedythe photograph of Madikizela

demonstrating his guitar playing with group membeugihing behind him shows (see

% Also known in the MPAR as invited participants.eaplained in the glossary of terms and Fig 3.
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Chapter 3 Fig. 7). Relaxation and confidence wersetimes explicitly noted: “Our
leader must be in front ... for us to be more aerfi. But the smile on her face ... made

me relax” (Mdokwe pers. comm. 15 November).

The interrelationship between the arts was anatbetext that helped in producing good
results quickly, as shown when the new Visual Antle emerged at the end of cycle three
and Mlandu conceived the plan “to take Soso anddRdb all these other music circles
each time | go to prison ... | want them to see vibéakeing done by other groupdaybe

it will help us think of ways of how we can as agp link up with the project, particularly
the idea of integrating music and art” (Mlandu pesnm.16 September).

There was enough flexibility in the context to atenodate newcomers: “Bro Joe” in the
Recorder circle: “it is so late in the project the guy plays well and fast, maybe we
should just allow him to play. We do not even hhigeprofile maybe he is also new in

this prison, but a lot of them know him” (Gobingoers. comm. 10 November).

In some cases strong beliefs and expressions wiraband religious values came out.
There was also some evidence of emphasis on maltedsyamong research leaders as
they documented code of conduct clauses such as:dWhot touch drugs in this music
circle”. Ray Pratt (cited in Dougan 1999: 10) speakout the potential music has as an
“impulse of opposition” (music being a free artrfgrto existing repressive conventions
and socio-cultural spaces, and in meeting of ttmngtmoral values of offenders (which
might itself seem oppressive to some) and the sspre atmosphere of the prison, one
wonders how this impulse works. Research actorsesgpd opinions about who they
were and what they believed in, fairly freely. Wiats of important within the learning
context was the sharing and soliciting of ideasluding ideas about how they wanted to
be viewed by others as performers, and not as anengals.

Freire asserts that in instituting action one ningstome conscious of how an ideology
reflects and distorts reality, and what factorsuence and sustain the false consciousness
which it represents, especially, “reified powerslofmination” (Freire 1993: 53; Foucault
1978: 212). Consequently, within the jurisdictidrtte MPAR, | believed it was

important to maintain balance and allow the redeantors to exercise autonomy for
music groups undertaking learning in prisons (anrenment that denies freedom and
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severs connections to social situations). The sscoEconscientisation and
“communicative action” (Habermas 1996: 24) allovpadgiticipants to freely negotiate

their future, inform themselves of their plight aatte responsibility for their
emancipation and development. This is manifestedeardiscussions, debates and
dialogue among participants in the weekly and fgktly music circle meetings. The full
DVD footage clearly demonstrates the autonomy addpendence of the music groups in
finding their own solutions and mapping their figur

One of the things that impeded knowledge productias communication between
officers and research actors: officers not seeyng@igjies between the prison’s calendar
events that impacted on the research, for exarApheimber of research actors had to
leave MMCC well before the third and fourth cycledaneetings because of this, the
consequences of which were that three of the 1icwusles could not take part in all the
evaluation processes of the MPAR, and these wereawer music circles that had
worked on higher cognitive skills topics. Mrs Mlandould not help breaking down at the
last cycle-end meeting when all her hard work wiasatded without a word of apology
because “none of us were informed about the urehiéil of the choir”. Such
occurrences might even be seen as underminingartefo assist in the rehabilitation
process, by the community outside DCS.

Other learning issues related to discipline, tim@agement and attendance. As Goodall
(2000: 2) notes, in AR projects, “one of the bigg##iculties for members is for them to
keep a good attendance record, which spoke to n@yddisciplinary aspects of training
or education. People easily start with enthusiastwihen they must get down to hard
work or when they feel there is an obstacle, tresylg stop making an effort. Their
enthusiasm goes away”. In this, there is probatilg Difference between learning in
prison and learning outside prison. Problems dfigisme are everywhere. In the MPAR
they abounded in the Juvenile Gospel music cietiebly Majanti. There was serious non-
attendance and there were time management chadlelaggely experienced in Cycle 2
and 3. This, in part, was due to panoptic tensioth officers not allowing offenders to
attend meetings, and not making venues availalblis.[€ads to one of the most important
discussions in this chapter, about the whole presorironment.
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6.10 The prison conditions

This theme looks into conditions in which powereett played a role. Largely, the power
dynamics were dominated by officers exercising poawer the offenders by virtue of
status in the prison environment and this had gracnhas articulated by the participants
throughout the research process. Generally, paaints reflected on the bureaucratic and
territorial attitude of some offenders and espéciicers. “Prison conditions are
different and we as offenders have our own issties@dermining one another. Questions
of how and why, for example, | was chosen [for Mi@AR] may be raised by other
offenders, even those that will be part of the gedyMadikizela, 16 January 2007). And |
was warned in the activating workshop: “You may betaware, Mrs Twani, about this
environment. Some days we may encounter probleotsasithe officials themselves not
letting us out of our cells to go and meet withretteose circle learners we have chosen”
(Ibid).

Later he referred again to the project “being undeed by the officials ... | do not
understand why Mr Ngxishe does not live up to h@pses ... Mrs Twani is going to
struggle in this centre” (Madikizela 5 April 200A.conversation on 11 July transcribed
from the DVD footage provides further insight: ‘ddhtold you Gobingca that things are
not easy in this prison. Now that Mr Ngxishe is hete they are doing everything in their
power to frustrate us and yet when we were praaséige University they also received
recognition as people who are in charge of usnbut they have forgotten about that”.
For a while Madikizela appeared to be the onlywhe experienced (or voiced) his
frustration, but the research coordinators aldaitteDn 12 July 2007 Gobingca recorded:
“We had a problem of entering the prison todatgak us a long time to be allowed inside
because we were alone and Mrs Twani was not witfilus officers at the gate refused to
call Mr Ngxishe or his assistant or even Mosa. Véeenasked a lot of questions before we
could meet with the research leaders”; and on 1®ls&c: “Our cell phones were for the
first time taken by a prison warder at the mairegatd we had to sign for them in a
book”.

Dubula’s remark (pers. comm. 24 August) about $usltlen’ release from prison is also

telling: “I told you, Mrs Twani, that the way thiagre done in prison is very unique. Here
| am. Without any notification | was informed o hursday morning, a day after you had
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visited the group, to pack my things and go honpestl left everything like that; there was
no time to inform anybody”. Mrs Mlandu, not being affender, could use words more
plainly, as shown in her frank opinion about thitcefs and their boastfulness about the
choir trophies (see Chapter 5).

We have seen how educational processes were affiegtine unpredictability of the
environment. To me, the challenges of obtaininguiesrfor meetings, not letting circle
learners keep appointments, the errands offen@esdhdo in the prison, were all largely
obstacles and power struggles relating to the gangaze of the authorities. They seemed
sometimes to be against creating an educationdiyeprison environment. This tended to
frustrate the efforts of the research actors, palerly offenders, to transcend their
‘prisoner’ sense of self, or prove their readinf@sgeintegration into society as reformed
citizens. Nevertheless, | strongly believe thatipgrants cleverly reversed the gaze, and
instead of giving up, offenders became more dete¥thio succeed, their surveillance
spurring them on in their efforts to emancipatarikelves from such controlling
situations. In so doing, they began realising tpetential to change their environment,
think and act independently, and rehabilitate theves.

The panoptic-conscious offenders realised that #ee being scrutinised and judged not
only in their music but also in their behaviouristthey could use the opportunities
provided by the research activities to their adaget This gave them the psychological
freedom (Pratt cited in Dougan 1999) to imaginertbelves living a better life outside it.
However, they were not completely panoptic-fre¢éhay were physically, but not
mentally and intellectually, still ‘behind bars’ psrforming offenders, but they had a
certain freedom that made possible their transfaomanto performing inmates, and
therefore musicians, even though inhabiting th&iotsd space of the prison system.

In the early stages of the project, absenteeismsaaretimes connected to a lack of
understanding of the value of acquiring skills tigb the MPAR. The preference was for
menial and manual job offers inside prison like kwog in the laundry or cleaning the
administration offices, rather than attending musicle meetings. Such affected
offenders often responded, when asked about thegrseeism, that they had a job. It took
a while for them to own the MPAR project sufficignio see that it, too, had status that
might be attached to employment prospects in presahafterwards.



Almost all themes that emerged from the data hatk#aing to do with the prison
environment, whether directly or indirectly and e positive or negative in impact.
Offenders were always very much aware of who thegewprisoners) and where they
were (prison), but participating in the MPAR causieein to aspire to be music

practitioners even while in prison, and ultimatddy,their own choice.

Such notions present PAR work with two types oéaeshers working together to find
common ground: the academic-oriented outside relsees and the prison-based inside
researchers. Our relationship at MMCC providedsasdo@r survival because we lived in a
community where everything was tied together ancpearated in a closed environment.
Even decisions about what to put in or take out@nsideration for ethical values related
to protecting individuals, the MPAR community witithe prison. In this sense, insider
participants were not alone in making choices. Bifii®94) asserts that self-censoring
comes from the instinct for self-protection in antext that is one of total control over
one’s personal freedom, a survival strategy (DeRO@0). The panoptic lens was in this
case self-imposed and internal, since essentialtyam beings are ‘objects to be
controlled’ (Weis and Fine 2004) and this succdbisfagulated the issues of unequal
power relations among the MPAR teams. Weis and @fne) contend that the PAR
method itself, if well executed, challenges tramtiil dynamics of power relations between
those who do research and those who are resegedigylparticularly in the prison
environment.

The case of Dubula exemplifies self control as-seifsoring. He never revealed (until his
release from prison) an incident of how an officeked him into agreeing to a name
change, from his truddoyikile(l got scared) tiNdoyisile (I have become victorious); in
case he believed that the officers would be scaf&im. It is interesting how he use his
powerlessness, and then finally became truly ‘viotes’ as a community musician,
director of his own company, and national and maé@pnalindlamuperformer. Self-
censoring is a reality that | continuously grapplth myself in making decisions about
what data to put in (or not). As Weis and Fine @01 3) assert, “We worry that writing
something negative about the prison or a programianelead to negative consequences”.
| constantly worried about creating tensions betwaféenders and officers on the one
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hand and the outside MPAR participants with offscen the other. Ensuring that all
research actors related to one another as pedrdragidom to participate and air their
views was one of the major considerations in tiseudisions and dialogues in the music
circle meetings.

A dual reality is always present in the mind ofimmate doing PAR work in prison or an
offender researcher who is trying to survive amotiger inmates and get out of prison
unscathed (lbid). As outside researchers we arayalweeking for truth or the closest to
what we perceived as truth, while as offenders r@ealways asking “is it safe to say
this?” Evidence of self-censoring linked to theunatof prisons and truth about how and
what things could be, emanated from such loadedarttes as “things are difficult in this
prison” by one research leader. Here, self-cengasia part of being an ‘inmate’
researcher who is using available opportunitiesafbetter life without revealing too much
about deeper prison life secrets, especially anofiegders. This is a constraint that does
not apply to academic researchers outside prison.

According to Foucault (1978), power is exercisedrgyvidual or collective human
beings when they act upon each other’s actionsther words, the action of one affects
the actions of another. Power in this sense wikibénescapable feature of any social
interaction and resistance is always possible.9R@sie provides evidence that there is a
capacity for relatively autonomous action by indivals with respect to certain areas of
social life; otherwise power would always be unobively operating upon their actions
and thoughts. The insights gained through the gtesgwithin the prison and the MPAR
process were liberating in that research actorkla@cognise the reasons for their
problems. Notwithstanding prison conditions, p@paats had the opportunity to take
control over their destiniesithin a paradigm of power and surveillance, hence revities
panoptic gaze, or at least render it less powdifid.in this sense that | regarded the
research actors as having been conscientisecetaladtir situation and lifestyles, despite
the prison.

6.11. Life skills and values acquired

A number of life-skill areas were positively affedtincluding those discussed earlier,
especially the cultural and human relations asp@itser examples that emerged later
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included judicial reserve (“I think there is somathhgoing on with this group, but I am

not sure exactly what”; Gobingca pers. com. 11 Atiggoal-orientedness, and
determination. Maturity in leadership and managdmeme also shown, and the notion of
being a self-appointed research leader emergéteindse of Mlandu, who became the
leader of the Visual Art circle. | also recall Duds warning about gangsterism he picked
up from his music circle which became an interngéstigation which he handled with
vivid confidentiality: “Those people are troublesgnthey think because they have a
‘number’ (an indication that they are gangstergytban use it wherever and whenever to
intimidate us who do not have it. That thing is@ste of time, they do not realise that they
can spend the rest of their lives in prison becafig# (journal entry, 26 August).

Other data revealed rising confidence levels anodfegnder-participants, in negotiation
for example, one of the key aspects of the “dialalgman” (Freire 1993: 13). Some
research leaders successfully managed to negtiteateolding of meetings and favourable
time slots to continue in various other venues tiear prison cells. Other life skills were
communication skills; interpersonal skills; respiecteach other’s views; tolerance of
each other’s mistakes; accommodating each othke€s,Idislikes and fears.

The way ‘uncontaminated’ new participants wereuged into the music circles, as in the
case of thésicathamiyacircle, indicates a consciousness of the diffes¢atius afforded

by being part of a progressive ‘culture circle’€ife 1978); a culture circle where
members would have the privilege of learning newgs through interaction, engagement
in democratic processes of dialoguing, debatingdasclissing with like-minded fellow
researchers, in order to bring about change. Tddeleof this group saw the promotion of
this genre around his village as a means to contatento people the value and
importance of traditional music genres in chandhmeglives of people.

In acquiring life skills, | argue that participaritaind that their identities were being
reconstructed. They were engaged in a procesgitifhating themselves within the four
stereotypes of criminals, entertainers, learnezaehers, and as managers and leaders
within the MPAR. Pratt (cited in Dougan 1999: 14gwes that “life as a convict-musician
with its temporary freedom and chance of stardobetter than simply being a convict”.
Planning, delegation and leadership permeatedyitiec mature of the research. Through
critical self-reflection and self-critique as paipiants debated and discussed. The
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development and encouragement provided to offendeh&e MPAR was premised on the
idea of rehabilitating offenders so that their ns@dand new ways of doing things were
changed since they also had the responsibilitgeéwing their lives, which led to new
ways of seeing the world and viewing life, someghio turn to in their spare time besides

crime.

The overall organisation of the MPAR also allowedeaarch actors to acquire skills in
managing the music circles. Group decision-makmdj@llective management was part
of the process. In some cases research actore maakie impromptu decisions, as in the
case of the research coordinators who influencediéeision to organise and stage the
third cycle-end meeting.

Emphases on ‘being different’ were picked up fréw data: “in reality we need to be
different from others” (Gogobala, per. com. 16 Jagu These are examples of persistent
desires from research actors to distinguish therasdtom other offenders not involved in
the research. A great number of them found stresetgi manipulate discourse to their own
ends and therefore conclusively demonstrate tlegitiiiies are discursive constructions,
especially in the prison community where a varadtynanagement and leadership styles
interact.

Verbal and written communication improved, partgcause research actors were bent on
communicating in English regardless of the flavasher than their mother tongue,
especially when presenting reports. | believe thiatsituation arose out of the historical
context of the English language, which was regaesethe language of the employer. It
was a status symbol for the educated since it lnasya been and still is a medium of
instruction at all levels of education.

6.12. Perceptions of rehabilitation

This theme is central to the hypothesis of thisithand to its findings: that the MPAR

enhanced in some way the lives of prisoners, dauting towards an earlier discharge

from prison, and towards their rehabilitation istciety after prison. It began to emerge
quite strongly in the later cycles. Dubula, Madéte&, Gogobola, Nomesi, Malindi and
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recently (August 2011) Sbu (from L’Vovo, the Hipghkwaito music circle) are examples
of people for whom the MPAR project was clearlkéd with rehabilitation. They were
conscientised about civic participation and thednt®econtinue improving and acquiring
more skills outside prison. The success storyedlat Chapters 4 and 5 of Dubula and the
indlamemusic circle is the most significant case, becdusigows the continuity between
what Dubula achieved in prison and how he manageddtain it afterwards. Part of the
evidence for his readiness to rejoin his commuwnig the way he understood what he had
managed to achieve and not achieve: “I was atdhegime not very happy to leave the
project at that stage because | had not doneatetbearch | wanted to do, and | did not
know how to write a business plan and constitutitte nevertheless called a meeting for
community members, both children and parents afodnred them about his plans: “Mrs
Twani the members of this new group are keen apgyhto be associated with the
University”, as he put it.

From the beginning participants understood thecetfeat the MPAR would have in
supporting rehabilitation goals. “As | see it, $ehabilitation is about redirecting our
thinking and attitude about crime so that we cah éenpowered with skills that we can
use in our communities after incarceration, evehate people who contributed to our
being convicted will not see any good in us” (Dubpérs. comm. 16 January). Madikizela
had even greater insight, perhaps: “so when wanaodved in projects like this one, that
indicates we are sorry. It is for us to use thiparfunity to change our behaviour and
conduct. No one among us can say they have not d@tednarime, as some usually argue
when deceiving each other, because you would not pason if you did not commit
crime”. Similarly, the Visual Art leader later exgssed understanding of being part of a
project that was geared towards changed behaviour:group is about moving from
crime industry to music industry ... We want arair willing to do my group out when

I’'m finishing my sentence and teach the young gatrar about crime. Our dream is to
open my own gift shop” (Malindi pers. comm. 11 Sapber); and indeed he is selling his
artistic wares, working at a hotel in Mthatha.

The improvement in rreflexivity and life skills remt earlier, undoubtedly helped to foster
the awareness of what participants ‘wanted andavdliag to do’, as did the attitude
research coordinators such as Mpopo and Mlandulaltes noted: “what is important is
for us, Mrs Twani, to remember that at the enchefday we are here to help the inmates
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and not the officials, and in that way we can néediscouraged” (pers. comm. 29
November 2007). The offenders could see this, @grout her saying so.

The dynamics involved iaffectingthe changes that are an integral part of the
rehabilitative process, ere very complex, and atralbshe examples given so far in this
chapter can be seen in one way or another as emth@athose dynamics. Comments
such as “l was scared at the beginning becauseld see Mosa was delaying to take up
positionas we were about to start ... but Gobs handledithation very well” (pers.
comm. 12 October) is typical of the levels of awass that were consistently raised
during the project. In her research coordinataisort at the final cycle end meeting
(discussed in Chapter 5), reflection was focugecebabilitation: “if the project can reach
all the correctional services centres and all imsat can help in lowering the crime
because we don't go there for teaching them hosing and dance but the main aim is
rehabilitation”. What Mosa and perhaps Gobingca tertain extent meant by
rehabilitation is questionable; perhaps it was sease of ensuring that those who have
gone through educational programmes in prison nughtribute to issues of recidivism in
whatever way humanly possible. Here, change dtidti behaviour and ideas about the
dangers and impact of crime in their lives seetnet@ focal point for individuals to do
something for the community, to right the wrongshdir past and be seen as different
persons after their prison terms. This then islstoview in which rehabilitation
includes successful reintegration into the comnyuaust useful citizens.

My thesis, in part, is that rehabilitation is nohply a question of ‘lowering crime’ in a
general sense. For the individual rehabilitatioabsut giving something back to the
community through what has been learnt in prisdvie ‘wanted to demonstrate to them
that one’s life is never at a standstill becausengirisonment, instead they can use the
time to redo their lives and learn new things”tie MPAR what was learnt most
obviously were music skills and knowledge. Involwshin the project revived
participants’ hopes for pursuing careers in mussdn the case of those who wanted to
sing opera, for example. With the new knowledge @hbilities they were
accumulating, research actors were “naming thertd¥¢Freire 1993: 13).

Data concerning the struggles research actors eter@ad in meeting - “Sometimes we are
allowed to go out of the cells (and hold meetingsjnetimes it is the opposite”

23¢



(Madikizela, pers. comm. 11 July) - and data reiigcthe importance of sound leadership
skills in regulating the emotions of the circleriears and forging ahead with rehabilitation
ideals, were other related factors. “They are deweyything in their power to frustrate us
[but] when we get the opportunity we are going twrkavhard because we know what we
want to achieve” (Madikizela, Ibid). The way striggywere understood and overcome
augured well for me to look at how these might hewetributed to the successes and
failures experienced within the process.

Motivation was a theme that permeated the resed#rcbuld come from within an
individual or from constant encouragement from migtsand | think the evaluation aspect
of the process showed how participants could deterareas of success and failure,
which is a crucial element in continuing to be mated. It is common knowledge that
motivation to perform (whether musically or othese) emanates from steps of
achievement and encourages people to even highads Ié&oucault’s idea of the
‘governmentality’ of an individual’s intrinsic oxé&insic power in interacting with other
people is related to this (Foucault’s 1991), dsssotation of the technology of the self,
taken up by DeNora (2000), who contends that sulesggctions become a medium for
aesthetic agency, helping individuals to alterrthbehaviour and regulate their emotions,
by aligning their thoughts and actions to produeedesired outcome. This in turn serves
as motivation to produce.

In the MPAR research actors were both physically @sychologically induced to perform
and show productive signs. They were made to learheir own in the music circles
(perform) and demonstrate results of their learifprgductive signs) at all meetings.
Their previous docile state of mind (that of lingitewusical knowledge) was dependent on
a system of rewards, hence they were locked intat Whvage (2003: 181) refers to as
“utility-docility”. The research leaders inducedtiremselves and influenced others (music
circle learners) to reproduce their ideas in tbain ways of thinking for successful social
transformation, for the benefit of the individualdeothers involved, effecting what
Freire’s advocates through his notiorcohscientizac&ahe development in people of a
critical understanding of situations and awareméskeir capacity to change society or
circumstances. Thus, the research became a s@aiafdrmative process that induced
from within the research actors’ self-initiationdamotivation to take part in order to
change their situation.
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The value of education was linked to the idea babditation, as in, “learning theory of
music is important if you want to sing opera”, dr@texample being the action plans of
the Double Quartet and Mduduma’s Theory of Musiclej when they purposefully
attempted transcription of their songs and scates bne music notation to another. For
me, this kind of thing should also lead to a new wathinking within DCS where
consideration of the type of education curriculndffenders is an important element in
the construction of their rehabilitation goals. Tteals represented by ‘rehabilitation’
among offenders definitely saw education as a &elih the ability to serve a new social
order, to meet pressing national and individuabdseand to respond to new realities and
opportunities.

6.13 Summary of findings: Successes and failures

Evidence of success can be seen at a number efdiifflevels. At the meta level, the
whole project was successfully carried out and deted over the course of a year despite
setbacks; the organisational problems were allesbin one way or another; the DCS and
many other people came on board and worked togethre whole in a very constructive
way; and the project elicited a massive amountatd dor my research and for my
recommendations to the DCS. It involved more andenpeople as it went along; it
empowered offenders and other research actorsmy diferent ways; it showed the

DCS possibilities for cultural education and a¢igs beyond the ‘choir competition’
model.

At the group level, a sense of comradeship wasldpegd that had not existed before
through people from many different educational Iswand social backgrounds working
together collaboratively. They created an enviromimend created the view of the
possibility for that environment - that was fardeompetitive and hostile and more
tolerant and positive, improving group dynamics§ome of the offenders. (I did not
follow up on how that was sustained later.) Allgpe succeeded to a greater or lesser
degree in developing or improving their adminisi@iand management skills as a group;
all of the groups made musical discoveries, and masle musical progress. Groups
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produced good action plans, and the maintenantteedf1 music circles right through to

the end can be seen as a success; and an addiionploutside prison was established.

On the individual level: research co-ordinatorsiéan enormous amount about
managing research and managing people and difBtukitions which also involved
learning how to solve problems. Research leadermge to give satisfactory reports in
the main, and they maintained momentum for theugs and consistency in their goals,
while still allowing goals to be constantly revedit- as is the purpose of PAR.

As PAR is context-specific, areas of success athatéa even notions of success and
failure, differ from one project to another, anttis what makes PAR work so significant
as a social science research method (MacIntrye)200@ results are never predictable.
For this reason, Wadsworth (cited in MacIntrye 2088 advocates PAR as “a theory of
possibility rather than a theory of predictabilityfi the case of the MPAR in MMCC in
2007, the notion of success was pegged quite lmewery fact of being able to do this
project in a South African prison in an economigatry poor and educationally very
inadequate part of the country, was a successeti.iBut as projects like these progress,
the bar is raised even on the notion of succeggggaes along, and although | tended to be
over-optimistic, seeing success even in challeagdssetbacks, | was not unrealistic. |
also do not think most people involved were uns##di except perhaps some of the
younger offenders, who may have expected instaniteeand were frustrated at having to
work hard for them. There is a sense in which dawang that comes along in a piece of
action research like this, everything done or sdis;ussed, acted on, changed, all
resolutions of difficulties, can be seen as cobuting to growth and development, and
hence as evidence of success in the broader picture

Given the enjoyment and personal fulfilment thexperienced in conducting the research
and observing its effects in life after the projéatould rather consider the successes of
the project than the failures. It is neverthel@esgartant to examine the project for the
constraints on success, and decide what the failueee. Even though there is no fixed
formula for designing, practising and implementi®®R projects, there are typical
characteristics. In establishing what worked andtvadid not in the MPAR (compared to
other PAR studies), | theorise that people expettel@arn’ and thought in terms of
‘school’ far more than | would have liked, everits end. However, | am also mindful of
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the nature of the research itself, which allowsciatical reflection and dialogue that is
often not possible in the formal education systAnd as Maguire (1987: 9) asserts, PAR
work demands that “those most affected be involmesktting research parameters and
feeding into the process for further discourse’th@reasons why some things went better
than others is partly a factor of the input of $kanost affected’. Failures have to be seen
as relative to goals, and relative to the way disse developed.

One of the downsides of the process was the bieartts a performance-based medium of
empowerment and development, perhaps influencedhms of “the work of the
certificate” (Olwage 2005: 28) - prevalent not omyprison but in education generally.
The attempts of research leaders at analysis dirttimgs were superfluous for a number
of reasons. Firstly, the academic exercise didmailve the research participants to the
end since they felt inadequate indealing with saddemically inclined exercises.
Secondly, they were only satisfied with me presgntheir work and involvement in a
positive light and hierarchising their status aggrening offenders with a better status
than ordinary offenders. They were concerned withegting a positive image, once
again. Thirdly, | found the research actors, paléidy the offenders, rather too careful
about specifications pertaining to prison condsidimat constrained their participation,
except for Madikizela. Maybe their ‘policing’ oféimselves - ‘self-censoring’ (Weis and
Fine 2004: 113) for fear of extension of their seiges, stifled the data interpretation
process. Very often such matters were communicd€edinto zalapha ejele” [prison
issues] and such utterances were often void obeddgion no matter how much you tried
to draw participants out. It was only after Dubdta,example, that we got to learn about
encroaching gangsterism in his music circle ingriand we may perhaps never know
what contributed to the slow musical progress efttlio music circles that involved the
youngsters in the project, particularly, the Julee@ospel music circle under Majanti.
Fourthly and finally, the limited schooling experee and broken family structure of some
participants (evident from their profiles) who grew without parents or guardians, may
have contributed to a lack of reflexivity about wgs and rights, and therefore, reflecting
on one’s opinion and ideas did not come easily.

Their attempts at interpretation of data, howeleth verbally (at the cycle-end meetings)
and in written reports (in the journals) were sorhatiengaging and often well articulated,
particularly around aspects that pertained to whey had learnt, what had changed in



their lives and how they had benefited from thgqub all the more pleasing since a large
number were released on parole immediately afeeettd of the MPAR project.

| had to maintain a certain level of academic rigauthe analysis and interpretation of
data and this ultimately was my prerogative aswhe researcher. Normally, in PAR
studies, all participants would be involved atssédiges of the research. Their granting me
the sole opportunity to do the final analysis ameérpretation of data was congruent
however with ensuring the production of an acadesport of Doctoral standard.

The nature of the environment in which we operated the limited educational and
musical background of participants, were the twgomehallenges. Areas of slow
progress, musically, also emanated from the tina@ #igelf: four cycles over one year, the
first of which was in any case preliminary, was short a time to see ‘development’ in a
hugely significant way. Usually AR and PAR projesfgmn more than a year: even
Detterbeck’s (2002) short stint on AR within a largroject in KwaZulu Natal was spread
over 18 months; Goodall’s (1997-2001) project wampleted over five years. Our year
was made shorter by the sudden winding down of BEiities at the end of the year,
which shortened the last cycle. Indicators of tigaiicant life-changing effects of the
project and the grasp of the method were not smab\at the time of the MPAR and
finalising of the thesis. Life after the MPAR isgdening to tell a different story, as
individual participants time and again surfacedgpart to me on their progress and
achievements.

The MPAR fulfilled its specified period with the iding over of certificates of
participation in June 2008. This event strengtherme=iwith the research actors, more so
because a number of the research actors were yireladsed but came for the ceremony
and some with their new music groups performedénceremony as guest performers, for
example Dubula and Madikizela’s groups. Mawawatsugrand the Hip-hop Kwaito

music circles also featured in the programme.

The shortness of the project might have left pgoaicts feeling disappointed, even let
down. (I did not ask about this, and it is subjedurther research enquiry.) To date | still
support some of the MPAR'’s former participantsstablishing their own projects, which
is positive in some ways but also speaks to a @egfrdependency for information
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seeking, and | am hoping that there will gradublygreater self-sufficiency for both DCS
and MPAR research actors as they re-establish #leassin the society.

For two years (2009 and 2010) DCS put on hold t9€R, but continued with internal
music activities because of political changes end¢buntry and the FIFA Soccer World
Cup in 2010. Recently, the area commissioner floenMMCC contacted me and Ms
Mlandu for input in reviving the NOCC for the loaahd national competitions in October
2011. Also, the research unit of DCS which initialanctioned the research have
expressed their interest in a seminar-type of mgetihere | am to present my findings

and recommendations.

With notable exceptions, few participants acquiretrument-playing skills, and at times
musical progress was static. The amount of notateskill on which great emphasis was
placed when people set their goals - that coulchastered in three short cycles was very
limited. There was a rather high drop-out ratehmtecorder music circle, (but on a
positive note the group re-convened to form thetsgil Dance circle), guitar lessons were
abandoned, and the keyboard lessons that were#idéay one group never materialised.
However, at least one participant acquired keybshilts, two participants acquired
recorder skills, and by the end of the projectkégboard player had started furthering his
knowledge and skills by teaching a fellow participalthough skills and knowledge as
represented here by musical progress is not a segeequirement of PAR, but rather, a
sideline, or offshoot, to the extent that goalsensst in this direction that were not
reached. Expectations in this regard should beeadenot as failure but a reality of music
education, where instrument-playing skills are Ugwaquired over a far longer period
than a year. A performance-based medium for ingnimlaying among offenders is only
the starting point for unleashing potential.

However, | see these shortcomings, as explainedealas disappointments rather than
failures, because theveasmusical development aradter all these were ‘experimental
try-outs’ (Rob Lammerts 1988: 88), particularlytive area of the traditional music genres.
Andthere was performance-based music developmenpjgbgarnt how to present
themselves on stage, for example. There was aedserin music vocabulary, e.g.
capelld, and a list of musical terms had to be gener&tethe Choir music circle as they
became aware of professional music standards eztjfor an artistic performance. They
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also wanted to polish their dance styles so thet tould “perform with professional
standards”.

In defining failure and success in PAR, Reason 819268) also reminds us that “PAR
takes place within a community of enquiry whicltagpable of effective communication
and self-reflection” and this self-reflection istrolicence “for ‘anything goes” (Ibid). In
the MPAR critical dialogue balanced reflexivity ma$ the time, and although there were
discipline problems, they did not arise from a miberstanding about reflexivity.

The main things achieved cannot be measured aghaestiterion of objective truth but
only against the criterion of whether the peopielned are better off because of their
experiences as participants in the MPAR. This ig Wéee most failures as
disappointments or ‘short-falls’ in terms of exins set at the beginning. The musical
progress made by participants could have beenrfastexpectations were scaled down
once people saw how hard it was to progress, antinced to make more limited but
steady progress. The upside was that teachingathehbecame more important than it
first seemed to be, the ‘cascade’ method beinga itepoint. Even though the
achievement of technical (i.e. motor) skills was Imgh, there was some achievement in
the sense of creating aesthetic awareness, anectdspthe diversity of complexity of
music as a mode of performance and writing.

More could have been achieved by the Choir musatechad the intervening variables of
other DCS programmes not affected their early sigppOf the 148 insider participants,
only 18 research actors acquired music literacysskiowever, some methodological
aspects of music teaching and learning were adetteasd this, according to Goodall
(2002), is a key to the empowerment process WRHR: knowing even in a short time
and in a limited way how to use the method to masemesults, was significant.

| believed from the outset that participants needddow that findings of the research
would be presented and published to various comtiiegnacademic and otherwise: hence
the ethical considerations at the beginning ofpttogect and the need for consent given by
participants. Also, the five-point evaluation plaas specifically geared towards
participants’ work being presented and disseminata@rious points and occasions to
others. This did not always go well, especially wihesearch leaders had to make
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corrections on their reports before cycle-end mestithe focus was always on show-
casing what they could do as performers. Even thowgntinually explained such
intentions to the research actors they were netested in reading through the summaries
and translations of their narratives when | toaknthto them. There would be a variety of
responses such as, “You should just write thingsshow we have changed”; or, “As

long as we are there to show them that we are good”

But as Macintrye (2008: 55) says after having catellia three-year PAR project:
“Talking about how one’s life will be presentedguablished work and then seeing one’s
life on paper are two different experiences anceadgr different sets of feelings and
response”. It would have been interesting to seethe research actors would have
portrayed themselves on paper. On the whole, whestage they were but excellent
performers just ‘naming their world’. The academtigcourse that my analysis and
interpretations were embedded in were not so glagsgture, particularly the offenders. |
believe that their visibility through the panopticavas once again in control for the eye of
the officials to see them as good performers bebard, perhaps, to influence parole
releases among offenders and for permanent absoipto the payroll of DCS by job-
seekers like Mpopo for instance. Also there wasrses in which | remained the authority,
the ‘mother’, the ‘university person’ whose taskswa assist them, rather than vice versa.
For a greater number of them, presenting theirnts@ cycle-end meetings was as far as
they could go, which is not to downplay the impottaf such presentations. | however
was the sole participant in analysing and intermpgetiata; the research coordinators
assisted only in ensuring that all DVD footagesenatlited. The fact that most of the
participants were released from incarceration leyethd of 2007 would have made it
difficult for them to continue to be associatecefthvent back to many different areas of
the Eastern Cape). It also made it difficult for m@&lo much follow-up work, so | was
reliant on their contacting me, as and when theylad to.

Within the music circles one faded away and thtaged up, and the final cycle-end
meeting left the project with seven still to be leaéed. Growth in the research project
cannot however only be measured only quantitatigaly range of skills, but also by how
these were used and how they contributed to tielectual development of participants,
and to their general life-skills development. Skadf a cognitive nature as research
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participants became more reflexive increased, aeg sharpened their skills in working
together, understanding how to manage difficuliesl how to lead.

The DCS will need to ensure that projects suclhigsare not once-off, and that in the
context of education in prison music education $thdilier through all correctional
centres and be made accessible to all offendersusdonusic to transform their lives. In
the next (and last) chapter | propose some dinegtichanges and pointers to the kind of
music education programme that could be appropioaténe prison environment and its
inhabitants, as these emerged from data collebtedigh the MPAR process.

6.14 Concluding thoughts

The results from the data were strong indicatarsné, of a number of issues pertaining to
education in general and music education itsilatters of concern that took centre stage
included methods and approaches to teaching amidrgacontent, skills audit, problems
and challenges experienced (illiteracy rating asmiiimber one problem), values attached
to education and education. | argue that the kpgasn thinking about designing and
implementing a music education curriculum for Soldthcan prisons is the manner in
which the elements of education such as those engefrgpm this research manifested
themselves. Here, these elements were not impas#dtegarticipants but naturally

flowed from their individual and collective effortisrough active participation and
discovery that was self-initiated.

| agree that to a certain extent at the beginnfribeprocess some amount of influence
and consciousness-raising was essential throughcthation workshop. However, the
process was not in any way prescriptive; henceqgyaants were given the opportunity to
choose with whom they were going to learn. The wval and how of the learning was
their guided responsibility. | use the term ‘guidedponsibility’ since the outside
researchers played a major role in coordinatingpstting and facilitating the research, its
procedures and processes, as is characteristityd®AR project, including the MPAR.
This was of the essence since the knowledge babe aiside researchers was largely
locally contextualised to the prison environmeny. d&ta shows that before the
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intervention there was no formally structured agcbgnisable music education forum in
the environment apart from the music competitions.

Findings of this study indicate that participarge gducation as a tool for lifelong
learning, something that will benefit them everiuture. This is especially so with skills-
related learning both in music and elsewhere. Thaléaeed constant refinement through
practice and interaction. The results generateithé&yesearch also indicate that learning is
not a once-off thing and is not static, as fad#itby the cyclic nature of the research.
Furthermore, some of the results, especially theicreducation themes, which illustrated
that music teaching and learning, is extensiveaalmhger time-frame than a year is
crucial. The failure to acquire skills in playinginstruments is a case in point. Further,
out of the 153 research actors in the MPAR exclyidive five outside researchers and the
male intern, only three inside researchers mantagkshrn some skills in instrument

playing.

In the next and final chapter, because of a sthokgoetween education and the findings
of the research, | suggest strategies and ideasdhld strengthen the vision that both
DCS and offenders have about music in prison bgdhicing the teaching and learning of
music as an examinable subject in prisons. Invilaig, career directions in music for
offenders during and after incarceration may bleved. As | advocate for a music
education curriculum in prisons, | am reminded thath a curriculum should, among
other things, be used to create a favourable miusnsaronment, one in which every
learner can undergo the maximum musical growthisterg with his ability and his
interests. This suggests tladit learners should be provided the time and assistenc
realise their potential and that DCS officials ddaeceive the necessary training to
manage this developmental strategy.

The stories told here demonstrate some valuesistaace, defiance and compliance
interwoven with lifelong learning and these micmsic technologies of power underlying
these stories are useful in the description of palyaamics involved in planning for a
curriculum. Such power dynamics in curriculum dassgould help the planners in
realising that formal learning, typically concemgéi@in the earlier stages of life, can no
longer sustain an individual throughout their lifdwe praxial theory will attempt to
address this in Chapter 7. Through the MPAR | rexamined the lessons learnt from
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musicians in real life from the point of view ofgial philosophy of music education.
These lessons could be used to inform classroomdelum) practices and principles for
curriculum design. It should be noted that the besthods are those that involve people
in meaningful experiences.

The procedures within the MPAR, including the ea#ilon process, were themselves
emancipatory for all participants, who constantigd @ontinuously exercised choices
about topics, ways of learning, wants, needs, ldmetdislikes. Issues of mutality and
reciprocity in negotiating their freedom and depah@nt as knowledge contributors
prevailed in a meaningful and free environmentrmythe learning process. Regardless of
how careful we were in the MPAR in normalising aadulating power relations, the
contradictions of institutionalised power/knowledgéations were sometimes inescapable.
Foucault’s notion of panopticism as a technologpafier comprised within the MPAR a
whole set of different instruments and techniguassiitutionalised power at both macro
(the prison environment) and micro (individual l@ag) levels.

In this scenario music could, arguably, not be saidave been a contributor to the change
of status of research actors, but rather serveah aesthetic agent allowing participants,
especially offenders and first time musicians gopo, some elements of psychological
freedom to make their own choices and acquireskils useful in society. It is in this
sense that | see the MPAR as having been a suatesgfrprise. In a situation where
nothing like it existed, or had ever existed, is@med a positive identity construction for
offenders for reintegration into society as norarad economically active citizens. The
sustainability, degree of rehabilitation and ex@nnhdividuals’ development and
empowerment through the MPAR will continue to udfak they interact with others in

the communites where they live.
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CHAPTER 7: A DIALOGICAL LIFELONG LEARNING MODEL
FOR THE EMPOWERMENT OF OFFENDERS THROUGH
MUSIC EDUCATION: SOME RECOMMENDATIONS FOR THE DCS

7.1 Introduction

The situations depicted in previous chapters iDIES to respond to nerealities and
opportunities for music education in prisons, wheexe are differing time-frames for
attainment levels and outputs, and where diffeapproaches to the achievement of goals
and assessment, on-the-job training, and notiotitetdng learning are implied (Fejes
and Nicolle 2008). DCS should learn from the exgreses of selected and volunteering
musicians behind bars, and draw up a model fouginé music education where
participants will engage in more ‘experimental oiyts’ (Lammerts 1988: 88) along the
lines of this MPAR. This would ensure that the taje of rehabilitation is centralised to
all educational activities and that music programmmssist in maximising delivery on
corrections, development, security, care, facdiaad after-care for all offenders. The
thinking in DCS about rehabilitation already poimtghat direction, but it could go
further.

The music education curriculum and the learning @hdgropose call for curriculum
content to be related to real life and be needgedrand problem-based, so as to enable
participants to identify with what is taught. Mycigs in this final chapter is thus not on
recommending more MPAR projects in other prisons,dmn developing an ideal music
‘curriculum’ or programme for prisons in South Afa, and on advocating strategies and
educational approaches that may be useful in spchggamme. Such a proramme may be
more widely applicable to the music education sysite South Africa.

These recommendations emanate from the experiencesintered through the MPAR at
MMCC, but also arise out of the fact that | waseakky the then MMCC senior
management to report back on my project and maia@mmendations. In this final
chapter, then, | argue for a music curriculum apphed from a lifelong learning and
dialogical perspective that is interwoven and ryestitched to action and reflection
characteristic of the PAR method in prisons. Theppsed curriculum covers the varying
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literacy levels of participants, ranging from #iate to semi-literate and, the need of the
adult learners to understand through dialogue @&wliglsion what, why and how certain
educational experiences are engineered. Firstiyplain what music education is and why
it should be taught in South African prisons. Seltgn explain the concept of lifelong
learning. Thirdly, | give a version of what dialogl learning is. Finally, | suggest my own
model of dialogical lifelong learning as an instemhto drive music education for
offenders in South African prisons.

7.2 Music education

According to Lundquist and Sims (1996) supportedRbegeleski (2002: 73), “The
teaching and learning of music is more than manetgs and rhythms; it seeks to develop
the whole person. It touches on the developmetiteaffective domain, including music
appreciation and sensitivity,” an observation ##t(2001) and Skosana (2003: 7) made
on hearing offenders sing in the National Offend&nsir Competitions. Skosana said
music was “A very important tool in the hands adgh responsible for the rehabilitation
of the offenders ... It gives the offenders a seriseld-worth and it enhances their self-
respect”. It is in this vein “that the Departmenpports this competitiorf® Skosana
particularly noticed the good conduct of offendéusing the competitions; in the 12 years
of the biennial NOCC, “not a single escape of press has ever occurred” (Skosana Ibid).
On that score, | also regard the teaching andilegof music as essential in prison, since
it directly and indirectly moulds the characteirdividuals engaged in music practices.

There are a number of other valuable and well kne@sons why music education should
be taught in any situation and to any human bétirgtly, it helps to develop fine-motor
skills in students who play instruments or danoel, ihexpands cognitive development
through the recognition and interpretation of mumtation.Secondly, it can play an
important part in personality development. It can@irage the capacity for creativity,
improvisation, and understanding and appreciatidchebeautiful and the good@hirdly,

the incorporation of music training from pre-schtmpost-secondary education is
common in most nations because involvement in masionsidered a fundamental

8 www.info.gov.za/speeches/2001/010403145p1001.taccessed on 10 February 2004.
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component of human culture and behaviour, hencenmgosal that it be extended to

prisons.

In some communities, and even entire national écucaystems, however, music is
given very little support as an academic subjectsimteachers feel that they must
actively seek greater public endorsement for megigcation as a legitimate subject of
study. This perceived need to change public opihesresulted in a variety of
approaches commonly called music advocacy. Somesfof music advocacy are based
upon legitimate scholarly arguments and scientifidings, while other examples rely on
unconvincing data and remain rather controversiklrimeridge 1991).

An important aspect to consider in organising masiticula is that each culture
possesses a musical language that reflects iitidreg] concerns, and activities. In
recommending a music curriculum for South Africais@ns, | fully appreciate the view
that traditional rationales for music educationédéacused almost exclusively on the idea
of “aesthetic education”, in this sense definingdthaving a formal or expressive aesthetic
essence which needs proper (formal) schooling (BReiri70: 1989). | align my

proposition to research in ethnomusicology whiclkesat clear thatusical things are

not always strictly musical and therefore, if onldws the traditional approach, extra-
musical relationships that pertain to music’s fumtin society and its praxial function

and value may be compromised if the sociologicdl @mhropological aspects of music

are ignored. These aspects have important ramdicator a music curriculum in prisons.

Because of the social nature of music, for a masiaculum to be successfully
implemented in prison an attempt should be madmd®@rstand music in terms of the
variety, meaning and values evidenced in partictdatexts and communities in actual
practice, thus a praxial view is needed as sugdéstélperson (cited in Regeleski 2002:
76). This view seeks to understand what musiaineent to people, emphasising a
consideration of th&unction of music in an aesthetic context. Thisdkaf curriculum
approach responds to contemporary life by devetpapifiexible general musicianshipat
can serve various forms of “musicking” (Ibid: 77).

Good teaching cleverly intertwines the intimateroation between music and personal
and social needs. With this in mind musical valuewsd always be related in some key



way to the needs at stake, such as the persongfitsesf musicking and the present value,
the rewards of acquiring and improving knowledge skills. The ideal music curriculum

| am arguing for should make a difference in theipi@ants’ lives. This kind of music
education can be in individual, involve lifelongtaing, and be provided in community
contexts.

7.3 Lifelong learning

Nicoll and Fejes (2008) in defining lifelong leamgi focus on its universal nature. They
assert that “Lifelong learning is thus promotecawerful policy lever for change

within contemporary societies, and it requires@esicontemplation”. They also stress the
transformative quality of it as they acknowledgast‘A truth, as a required response to an
increasing pace of change ...” (Ibid: 1-2). Howevke, definition of lifelong learning

that impacts on the individual human being is wketkrisson and Assarsson (cited in
Nicoll and Fejes 2008) express as “It is the lifgjplifewide, voluntary, and self-
motivated pursuit of knowledge for either persamabprofessional reasons”. As such, it
not only enhances social inclusion, active citingmsnd personal development, but also
competitiveness and employabiltyThe term ‘lifelong learning’ recognises that ldéam

is not confined to childhood or the classroom,thies place throughout life and in a
range of situations, even in prisons. This meaasl#arning can no longer be divided into
a place and time to acquire knowledge such as $emoca place and time to apply the
knowledge acquired as in the workplace. Sometimfeshg learning aims to provide
educational opportunities outside standard edutalti®ystems, which can be cost-
prohibitive, if available at all.

Lifelong learning presupposes that education i€newnding and futuristic. | recommend
lifelong learning as a tool to enhance music edanan prison, because the future is
constantly changing, and so must the citizen. Hsermaption is that everyone is educable
and needs to be a lifelong learner. In recommenidgigng learning as part of the
construct of a music curriculum in prison, | wogltess that the basis on which lifelong

learning operates should be clearly understoathes not rely on the use of traditional

57 www.en.wikipedia.org/wiki/Lifelong learning#cite nde-eric-O#cite note-eric-0 Accessed 14/11/
20009.
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lectures, other approaches to teaching can be pipaied in the same way that praxial
music education does. Lifelong learning suggestgodar ways of working such as
problem-based learning, project-oriented learningmatic studies and working in groups
or teams.

Generally, then, knowledge and skills are iderdifay learners through processes of self-
directed learning. Lifelong learning is underst@odbe interactive and concerns activities
that can take place anywhere; it should be reptedexs something that is fun and
naturally rewarding. As we saw in the MPAR projait according to the literature,
lifelong learning seems to generate other creatuttets and help vary the practices of
validation which fabricate subjects differently.IMation of lifelong learners assists in
examining the knowledge base, prior or after anisgraction, to position learners as
people who have acquired some new knowledge, im@yeor another, thus advancing
their individual, societal and economic aspiratioitse emphasis here is on varied
strategies of validation techniques for observatiod normalisation of the lifelong learner
(who in prison would be offenders and DCS staftfhéy choose to be part of the
programmes) to provide something new, yet providen the means to be more

productive through the examination.

Given the fact that adulthood is usually longentbhildhood, and that the emphasis is on
extending opportunities, lifelong learning is ldygassociated with adult learning. It is
presented by its advocates as a tool to handieeasdi society with different dilemmas, as
well as supporting humanistic and democratic valresit includes everyone. Generally,

it is understood to be able to solve the dilemnfa®me of the unemployed, people with
disabilities, and all adults who have not previgwesirned qualifications. | believe that
even some of the offenders when released frommresad having gone through music
education and training, may find that their empleytnproblems are solved, as in the case
of Dubula.

If DCS opts for a music curriculum, they can make of existing legal and constitutional
operational frameworks such as the South Africaali@cations Authority (SAQA) and
the National Qualifications Framework (NQF) in Soéffrica and collaborate with such
government departments as DE, DSRAC and the Depattaf Social Development
(DSD) to tap into their experience and expertisehScollaborations could assist in
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validating both ex-offenders and offenders for esgpient opportunities. The MPAR has
gone some way in paving this path for DCS. | alsggest that the formal administrative
units devoted to the discipline of adult educaaou lifelong learning existing in a
number of universities could also become an immbr@source for accreditation and
collaborations that can be explored, as exemplifiethe Academy of Lifelong Learning,
which is an administrative unit in the universityde Professional and Continuing Studies
Unit at the University of Delaware and the CentrtEkearning and Teaching (CLTD) at
local universities.

Learning to learn, that is, learning how to recegriearning strategies, and monitor and
evaluate learning, is a precondition for lifeloegidning. This suggests validation of both
prior and current learning which determines futiesening. At the same time, lifelong
learning in the eyes of Foucault (1991) is a pcactind a figure of thought of disciplinary
power that functions through the examination; @qupposes recognition of prior learning
since validation looks into the past, the presedtthe future. This means that when
recognition of prior learning is validated, new kniedge about both the lifelong learner
and the environment is created, as in knowledgetadoindividual's prior knowledge,
the prior experiences through which they learrg Kmowledge, the location of these
experiences and the many ways in which individaatsh as these within a population
might have had their learning supported in advahimigh the organisation of flexible
learning opportunities.

Foucault (1990: 126-127) refers to “validation ovgrnmentality” as a measurement.
Validation should act to encourage learning angasition the people (in this case the
offenders) to discipline and normalise their liv€ke people would be invited to learn to
gather knowledge that might have a value in a cgmnaatidation process. The very
possibility that people might have their learniradigdated in the future acts to normalise
their lives and that is learnt within the presditite offenders in the MPAR always
prepared feverishly and with great commitment lfigr ¢ycle-end meetings since they
viewed them differently, rather than as mere oftgadl also recommend validation as an
aspect of the process of any teaching of a lifeleagner because, firstly, it gathers
knowledge about the individuals; and secondly el agsessment and the dialogical
processes involved in it as the starting poingg@ning knowledge about the subject.

25C



Without this process, formalisation and documeatatif the learner's competences are

impossible, and perhaps particularly so in thegorisnvironment.

With the process of validation, lifelong and lifelgi experiences and everything that the
learners acquire should constitute experiencesaedts that may well guide the
participants towards changing their identitiestfar better. If DCS adopt my
recommendation, | would propose that the MPAR rmgiwhich the research actors went
through be incorporated. Such discourses of vatidatnd other things could help to
normalise the idea that informal learning shoulddsemally assessed as well as formal
education, but also informal and non-formal leagnin

Validation methods not only measure what has beamt in the past, nor do they only
provide a mechanism of power for the extensiomefganoptic gaze lifewide; but they
are also techniques for governing learning in thare. Methods should promote flexible
and individualised learning and intensify currerihown ways of governing. I, thus,
recommend that validation should be built intophesent in order for assessment to be
understood by all the actors in adult and inforedlcation as part of the process so that

they know that they will always be assessed whether out of prison.

Discourses of lifelong learning imply that the edticn of adults should vary in order to
give a choice (Fejes and Nicoll 2008). Choiceashether lifelong learners should be
assessed or not do not feature in this debatervageevalidation would help in promoting
and normalising learning, which may otherwise blkious if learners had not gone
through such assessment processes. It could semetavation and promote further
attainment of educational goals. Validation coukbdelp determine the starting point for
operationalising lifelong learning. | recommendadidation scheme for lifelong learning
in promoting music education. With validation impé, dialogue, reciprocity and
mutuality are inbuilt as the learning provider dhe lifelong learner dialogue about
experiences, aspirations, hopes, likes and sorongh validation, preferably using a
variety of techniques. This leads me to exploréodiaal learning as one of the strategies
to facilitate music education.
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7.4 Dialogical learning: Its underpinnings and a dscription

In describing dialogue, Freire (1970) suggests & duman phenomenon whose essence is
that ofthe word withits constitutive elements. This means that withiwe find two
dimensions, reflection and action (praxis), an eakaspect of facilitating teaching and
learning. These dimensions explain that withoubacand reflection there can be no
transformation, no acquisition and improveméiso dialogue, the essential prerequisite
for lifelong learning, is equally essential for nweducation in prison or anywhere else to
flourish. Learning out of praxis to Frei(lbid) negates true education and makes dialogue
impossible. It lies at the heart of music educatlarrecommending the implementation of
a music curriculum in South African prisons, witlaldgical learning as one of the tools, |
am aware that dialoguing will not necessarily b&yeaith the current prison structures. It
could work if the DCS officials and offenders wouldhke serious attempts at initiating

the process of dialoguing from the very beginning.

The description above suggests that dialogue sdmecessity, it is the encounter and
interaction in which the “united reflection andiaotof the dialoguers [lifelong learners
and the teachers] are addressed to the world vidicchbe transformed and humanized”
(Freire Ibid: 54). This dialogue (Ibicdtannot be reduced to the act of one person
‘depositing’ ideas in another; nor can it beconsnaple exchange of ideas to be
‘consumed’ by the discussants. Here, one cannaohénapeak] on behalf of other
[another]” (Ibid): that is domination. This meahsit both the offenders and the DCS
officials need to come together, debate, discudsagree on the characteristics and
implementation of music education in prison. Ingup of Freire, Jirgen Habermas
(1996) in his theory of communicative action pragmghat the act of coming together and
agreeing takes the place of revolution as a moaaarfge.

The kind of dialogical learning | am advocatingdiesuggests a number of other elements
of dialogue that are value-laden. For Freire (1%8); one such element is love for the
world and for people, since love “is an act of @me, not of fear and love is commitment
to others, for it is a commitment to their causelliding their empowerment]” (Ibid).

Other values embedded in the form of dialogue aaestinclude: reciprocity, mutuality,
interpersonal skills and a passionate commitmetite@alevelopment of others. The other
element is humility, since the “naming of the wér{Breire Ibid: 53) through which

252



people constantly recreate and transform theirdvcathnot be an act of arrogance. |
suggest that for music education to be implemestedessfully in prison, the dialoguers
must attempt together to learn more to advanckimking on the subject.

Another dimension of dialogue according to Freibéd( 93) is an intense faith in
humankind, faith in the power to make and remakeréate and recreate, faith in the
vocation to be more fully human (which is not thiviiege of an elite, but the birthright

of all including offenders in prison). Also, dialog cannot exist without hope.
Hopelessness is a form of silence, “of denyingwtbdd and fleeing from it” (Ibid: 57).
Freire firmly believes that dialogue cannot beiearon in a climate of hopelessness and
faithlessness, for without them dialogue is a faheg inevitably degenerates into
paternalistic manipulation. With faith comes trustd trust is vital if the dialoguers are to
engage in critical thinking. “For the critic, th@portant thing is the continuing
transformation of reality. Only dialogue, which ve@s critical thinking, is also capable of
generating critical thinking” (Ibid). This could e¥olving if music education is

implemented and approached from the dialogicalpaagial perspective.

Seemingly, without dialogue there is no communaratand without communication there
can be no true education. Education, which is @btesolve the contradiction between
teacher and student, takes place in a situatiarhioh both negotiate their roles through
dialogue in recognition of the contribution thatiboan make in the teaching and learning
space. Thus, the dialogical character of music &ilut as a practice of freedom does not
begin when the teacher-student meets with the steideachers in a pedagogical
situation, but rather when the former first asknielveswhat theywill dialogue with the
latterabout.Preoccupation with the content of dialogue is yepteoccupation with the
programme content of music education. Here, Hab&guggests that no individual or
group of people could legitimately exclude otheosf deliberating on any matter that
interests them. He maintains that the rights oppeto participate in deliberation are
legally institutionalised for all (Habermas 199@7).

| align myself with Freire’s (1970) belief, thattistarting point for organising the
programme content of music education must be theent situation reflecting the
aspirations and needs of the people. These sentmaate to validation where both
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dialogue and lifelong learning interact. This susjgehat people, in naming their world -
transforming their lives - should be allowed to okgfe, agree, learn from others and with
others and debate about their aspirations ancestiefor true dialoguing to prevailing
situations. In such situations notions of deteriama flexibility, patience, goal-
orientedness and lifelong learning are embeddesl fdr these reasons that | recommend
that a dialogical lifelong learning routine and et is essential if a music education
curriculum is to be run in prison.

7.5 A dialogical lifelong learning (DLL) method

The dialogical lifelong learning method can be ueda music curriculum in prison that
will facilitate empowerment of offenders even aftelease from prison, thus in
rehabilitation. A number of principles are involvieddialogical lifelong learning. Firstly,
it is a process model that is deeply rooted antcately woven into the PAR method. It
suggests shifts in knowledge organisation withimownities and countries, especially
over the previous boundary between formal and mé&ror non-formal learning.

Secondly, it emphasises making use of the learperspective as a starting point even in
deciding on the nature and content of the recomeenausic curriculum for prisons. The
dialoguers applying the method would engage inxgroeatory kind of learning where
matters are debated, discussed and agreed upae blef@sions are implemented about
how, what and why things should be learnt. Furtecjsion-making should be an open-
ended process where decisions on academic and iathatine matters are left to the
experts for refinement to the agreement of everyaitt opportunities to review issues
through dialogue, as the need arises. In addidamkr-centredness should be emphasised
in teaching and learning in the interest of expg$#arners to new learning and new ways
of learning.

Thirdly, dialogical lifelong learning should be se&s a routine which includes a series of
principles as discussed above; and a method thath&sises a variety of strategies to
achieve goals. With this method, the lifelong lemsncould be reconfigured as adults who
would be responsible for their own learning, whaundowvant to learn, desire to discuss
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and debate particular aspects of life and teachmplearning. After the experience of the
MPAR project, | am confident that lifelong learn@mghis scenario would want to
participate in knowledge creation and productiaartipipants would use the
recommended music curriculum to fit their own paiseof life. In this way, emancipation
and freedom to participate become a valid parhisfd¢onstruct.

Fourthly, this kind of approach to education ielditing as it consists in victory of
knowledge over power. It is for this reason thatdialogical lifelong learning processes
can never be carried out and understood as a daed-skertion of power but as shared
enterprise - a dialogical point of view that espmusutuality and reciprocity. It might be
a good idea to adapt and adjust processes anéatraerlg content to allow for disparities
in different prison contexts. Literature has alsown that praxial methods, including
dialogical lifelong method, are context-specifiastly, validation has a strong role to play
in serving how this kind of method caters for fertipurposes ahead - positioning,
restoring and reintegrating the offenders as resiptsmeconomic players in the country.
After all, the ultimate goal is acquisition of maginowledge and skills for the betterment
of humankind, more especially in the prison comrtyuni

| conclude by recommending the dialogical lifeldagrning model framed on PAR
processes and procedures as a vehicle for driimgriplementation of a music
curriculum in South African prisons. These dayshibez word is ‘metacognition’ -
thinking about thinking, a higher order of thinkitigat lifelong learners try to achieve to
be better people. The elements of dialogical lifgleearning that | have discussed above
enrich the concept and make it a holistic apprda@mancipating lifelong learners who
are critical in their thinking. They cannot be keefpeople on their own, but by dialoguing
with others whose experiences and knowledge matyibate to the process of
constructing new identities for offenders. My reecnandations to DCS can thus be
succinctly expressed as in the section that follows

7.6.Recommendations for DCS

These recommendations are geared at proposingia etdugation curriculum model
suitable for the prison environment in South Afrigaven the levels of education and
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knowledge about music in prisons as means to quarigcipants with knowledge and
skills sustainable beyond incarceration. The mbdet recommending should address
specific aspects and have distinct characteristitstthat would ensure democratic
practices and intellectual rigour expected of amyiculum with specific outcomes that
would ensure products that can reason and appknibwledge and skills attained
independently and in varying situations. It is ngw that such a model should be
premised on and include the following aspects:

a) A participatory action research approach to mudigcation in prisons will be quite
useful and successful as evidenced by the MPAR, Algure PAR projects, with
more involvement of DCS officers, not just as ingris highly recommended for
valuable projects that will realise DCS strategynitiatives on ‘needs-driven
approaches’ to rehabilitation and aftercare ofradérs YWhite Paper on Corrections in
South Africa(2005).

b) Maximised learner participation with needs-drivé&ills and knowledge, where
opportunities at decision-making about contengtstries and approaches to learning
are undertaken with all participants including offers as the targeted learners.lIt
should be characterised by opportunities to dedwadediscuss democratically in open
dialogue among all stakeholders regardless of tifeae or position.

c) Assessment should play a vital role with a var@tgssessment strategies including,
self-evaluation, peer evaluation, formative and suative evaluation with external
stakeholders for credibility and accreditationedrning and achievements at the end
of the learning period.

d) Adminstratively, priority should be given to sotiog partnership with relevant
departments such as: DoE, DSRAC, DSD, Labour aadelevant SETAS for
clearance certificates of ex-offenders for job siégul strongly recommend that
preferred programmes once agreed upon, be SAQAIl@mfor access to the job
market and the education sector, thus creatingrtymities for participants to be
economically active and viable.

e) In relation to the recommendation in (d) abovegregrconnections should be formed
with both in-school and out-of-school educationgseanmes offered through Further
Education and Training (Junior Secondary to Highosts) and Adult Basic Education
and Training (ABET) FET Colleges. They should beewin to ensure access into
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9)

h)

their programmes for those who aspire to acquiggess, diplomas and certificates in
higher education.

The programme content should be carefully consttlarel crafted to include:
elements of both traditional and western music tviwdl vary according to the needs
of the learners in the short, medium and long tgoals, to accommodate the diversity
of cultures in the country and in prisons. Thupeass of formal, informal and non-
formal education should also be incorporated, hemgeecommendation to consider
lifelong learning goals for acquisition of specisikills and knowledge for sustainable
livelihoods. Such a programme would include nonvak, formal and informal
approaches to teaching and learning such as wqukskearner-centred and problem-
based approaches, classroom-based learning anchgoaland performance-based
content for aesthetic and cognitive developmenhefparticipants.

Evidenced by the MPAR experience, values in edacathould be an important part
of this construct of a music education programmgrisons, particularly those values
that enhance humaneness, respect, tolerance andsvaranifestations of sound
human relations, and recognition and paying atben notions of collective
consciousness and individuality of participanthasan beings.

DCS would have the prerogative to employ music attus according to her
departmental imperatives, however, | can only ersiglkeahat those tasked with the
duty to teach in the programmes should be qualdiedl accredited according to
SAQA requirements that are already in place.

7.7 Concluding comments

Drawing on the theories of Michel Foucault and Bdtreire, | have tried to use

participatory action research to reveal how insbhalised power (as represented by the

prison environment) operates through underhanded teeexclude and frustrate

offenders in transforming their lives. For examp@een the participation of offenders in

NOCC may be one main such way in exposing the abiusewer, by giving superficial

choral experience with no thought of improving thesical skills of offenders, thus

leaving development in this area to chance. Tlogig Ispan of 18 months spent to learn

the prescribed songs and yet reading music scpsgdaidown after the 10 years of

existence of the NOCC is more than enough to makenaw the conclusions above. Up



to now, | have not been able to come across antibsis that has devoted itself to the
MPAR project for music education and how it can em@r people in prison. My interest
in this newly expressed topic is tangential and pgsrs on the main objective -
developing a music curriculum for South Africangams through action research or action
learning.

In this instance, | have reflected on what poling @rogrammes do to those involved.
However, conscientisation and exposure to realdféseansforming situations and lives,
and matters of mutuality, reciprocity and resis@tectechnological power do much to
help participants in initiating self-driven emaration from such oppressive situations.
The trajectories of hindrances in the prison emment as experienced in the MPAR,
while offenders were given an opportunity by thenedCS officers to redo their lives,
enact the panoptic nature of prisons and call fieargcipation of the imprisoned mind of
some of the officers themselves. From the findioighis research, | have come to realise
that everyone is educable and needs to becomel@nlif learner, including the DCS
officials, if the music education curriculum isgocceed in prison as they are charged with
the task of rehabilitating and reintegrating thiegare citizens who are behind bars, yet
who have a lot to offer South Africa.

With dialogical lifelong learning, authentic musiducation will not be carried on by “A”
for “B” or by “A” about “B,” but rather by “A”with “B,” and “A” alongside “B”,

mediated by the issues that impress and challeoipeparties, giving rise to opinions
about it. Thus, dialoguers learn with and alonggideh other. Their views, impregnated
with values and concerns such as love, faith, tarstieties, doubts, hopes, hopelessness,
and commitment, imply significant themes on thedatusing the dialogical lifelong
learning method for which the programme conterd ofusic curriculum in prisons should
be needs-driven and problem-based. Such a cumicwlould address the knowledge and
skills gap of participants and would aim at solvegagio-economic challenges by
empowering participants with knowledge and compaéanthat would ensure
employment opportunities of whatever nature, initiggroviding access to further
education. All of this can be achieved throughdlaogical lifelong learning method for
South African prisons, and it is my belief thasibne of the most valuable ways in which
a project such as the one | conducted in MMCC @&ddveloped into something more
sustainable and systematic.
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APPENDIX 1: PERMISSION TO CONDUCT RESEARCH LETTER

DEPARTMENT: CORRECTIONAL SERVICES
REPUBLIC OF SOUTH AFRICA

b Hag X108, Propes 08 T 72 om* Yhed Bapowile L3 5[0
W R A0 e P g Kepkle IV o Bla e al

Mz 2 Twani Refarance 8/7M

Private Bag X1 -

Unitra Campus Enquiries: &&= B J Matshege
5417 Date: October 2005

Dear Ms Twani

Re: Permission te Conduct Research on *Music Behing Bars: Exploring the Role
of Muslc among Inmates at Umtata Prison”

It I& with pleasurs that | wish to inform you that your reqisest 1o conduct research in the
Uepartment of Correctional Services on the above topse has bean approved

Kindly ensure that the terminciogy used is in Fine with that in the Whita P
Corrections in South Africa (February 2005). r Freren

Mz A Bonani (Reglonal Head Developmernt and Care: Eastarn Capa) has been
appeirted a8 your mternal guide. You are requested to contact Mm before you
commence with your research profact at telephone number 043 708 7O,

The relevant Area and Regional Commissioners will be informad of your pending
_rmnmh project |t is your reaponsibility to make arangements for your visiting timss. i
13 racommended that your idenfity document and thit approval letter be in your
possession when visiting tha centars

Should you have any enquiries regarding this process, plesse comact the Directorate
Research for assistance ol telephone number 012-305 8043307 2358,

Thank you for your application and interest to conduct research In the Department
Correctional Services paviment of

Yours faithfuity

d%;m- e 4
CHlIEF DEPUTY COMMISSIOMER: CENTRAL SERVICES

J A SCHREINER (Ms)
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ATT FRoF LuciA

AGREEMENT REGARDING CONDITIONS APPLICABLE TO RESEARCH DONE IN
. INSTITUTIONS WHICH ARE UNDER THE AUTHORITY OF THE COMMISSIONER OF
CORRECTIONAL SERVICES
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APPENDIX 2: INFORMED CONSENT AND INVITATION AGREEME NT contd.

B5-0CT-2885 14:42 FRUM  LURK HUMIN U U4 rDUgaasl

1.2.4

1.256

1.2.6°

1.2.7

1.2.8

Research Instrument such as quastionnaires!schedules for interviews must be
submitted to the Depariment (Internal Guide) for consideration before they may be

used.
The Department (Internal Guide) must be kept informed of progress and the
of the various phases of the research an progress

expected completion dates
ideration to the Department

reparts/copies of completed chaplers furnished for cons
should this be requested by the Department, The Research Ethics Commitiee must
be provided with an unbound copy of the researcher's report at least two months |

prior to presentaﬁon and publication for avaluation (see par.8 of Policy).

Research findings or any other information gained during the research may not be
published or made known in any other manner without the written permission of the

Commissioner of Correctional Services.
A copy of the final report/essay/treatise/thesis must be submitted to the Department
for further use.

Research will have to be done in the researchers own time and at his own cost

unless explicitly stated otherwise at eh initial approval of the research.

1,3 CONDUCT IN PRISON

1.3.1

1.3.2

1.3.3

134

1.3.5

1.3.6

1.3.7

Arrangements 10 visit a prison (s) for research purposes must be made with the Area
Manager of that particular prison. Care shouid be taken that the research be done
with the least possible disruption of prison routine. '

Office space for the conducting of tests and interviews must be determined in
consultation with the Area Manager of that particular Prison.

Research instruments/interviews must be used/done within view and hearing
distance of a member (s) of the South African Correctional Services, otherwise only
within view of 2 member (s) of the Department.

Documentation may not be removed fram files of reproduced without the prior
approval of the Commissioner of Carrectional Services.

Any problem experienced during the research must be discussed with the relevant
Head of the Prison without delay.

\dentification documents must be produced at the prison upon reguest and must be

worn on the person during the visit.

Weapons or other unauthorized articles may not be taken into the prison.
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1.2.4

1.2.5

126"

1.2.7

1.2.8

Ressarch Instrument such as quesﬁonnaireslschedules for interviews must be

submitted to the Department (Internal Guide) for consideration before they may be
used.

The Department (Internal Guide) must be kepl informed of progress and the

expecied completion dates of the various phases of the research an progress

reports/copies of compieted chapters furnished for consideration to the Department

should this be requested by the Department, The Research Ethics Committee must

th an unbound copy of the researcher's report 3t least wo months |
ation and publication for evaluation (see par.9 of Policy).

be pravided wi
prior to present

Research findings or any other information gained during the research may not be
published or made known in any other manner without the written permission of the
Commissioner of Correctional Services

A copy of the final reportfessayr‘treatiselthesis must be submitted to the Department

for further use.
Research will have to be done in the researchers own lime and at his own cost
unless explicitly stated otherwise at eh initial approval of the research.

1,3 CONDUCT IN PRISON

1.3.1

1.32

133

134

1.3.5

1.3.6

1.3.7

Arrangements 1o visit a prison (s) for research purposes must be made with the Area

Manager of that particular prison. Care shouid be taken that the research be done
with the least possible disruption of prison routine. '

Office space for the conducting of tests and interviews must be determined in
consultation with the Area Manager of that particular Prison.

Research instruments/interviews must be used/done within view and hearing
distance of a member (s) of the South African Correctional Services, otherwise only
within view of a member (s) of the Department.

Documentation may not be removed from files or reproduced without the prior

approval of the Commissioner of Carrectional Services.

Any problem experienced during the research must be discussed with the relevant
Head of the Prison without delay.

identification documents must be produced at the prison upan request and must be
waorn on the person during the visit.

Weapons or other unauthorized articles may not be taken into the prison.
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1.2.8 Money and other necessary articles that are worn on the researcher’'s person are

taken into the prison at his own risk. Nothing may be handed over to the prisoners

except that which is required for the process of research; €.g. manuals,

questionnaires. stationery, etc.

1.3.9 The research must be done in such a manner that prisoners/members cannot

subsequently use it to embarrass the Department of Correctional Services.

1.3.10 Researchers must be circumspect when approaching prisoners with regard to their
appearance and behavior, and researchers must be careful of manipulation by

prisoners. The decision of the Head of Prison in this regard in final.

1.3.11 No prisoner may be given the impression that his/her co-operation could be

advantageous to him/her personality.

2,  INDEMNITY

The researcher waivers any claim which he may have against the Department of Correctional

Sarvices and indemnifies the Department against any cigims, including legal fees at an
attorney and client scale which may be initiated against the latter by any other person.

including a prisoner.

" 3. CANCELLATION

The Gommissioner of Correctional Services retains the right to withdraw and cancel
authorization or research at any time, should the above conditions not be adhered to or the
researcher not keep (o stated objectives. I such an event of in event of the researcher
deciding to discontinue the research, all information and data from the liaison with the
Department must be returned to the Department and such information and data may in no
way be published in any other publication without the permission of the Commissioner of
Correctional Services. The Commissioner of Correctional Services aiso retains the right to
allocate the research to another researcher.

4. SUGGESTIONS

The researcher acknowledges that no other suggestions except those contained in this
agreement; were made which had led hirm/her to the entering into this agreement.

Signed at MT}"*’HTM onthe (D& aayof [ c7eBERmonth
2 ccS  year

RESEARCHER!:
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IXCT-2885 14:43 FROM CURRK HUMIN U Y4 r3UL2401

el 10

WITNESSES

Abovementioned researcher signed this Agreement in my pressnts.

Name & Surname: E QO LA Z2) Nr\ AAST pate:O b O LTOS@ 0058

ENDORSEMENT BY PROMOTER OR EMFLOYER OT HE RESEARCHER WHERE APPLICABLE
ENUDRo=RTET

| heve taken cognizance of the contents of this agreement and do not have any problem with tng
conditions/have the following reservations about the conditions of this agreement.

Eg\)d\o‘mn&@
Signature: : )

TOTAL P.18
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APPENDIX 3: SUBJECT INFORMATION SHEET:
MUSIC BEHIND BARS MUSIC PARTICIPATORY ACTION
RESEARCH PROJECT (MPAR)

A number of subjects who | call research actorsrarelved in the research as tabled in
the research methodology section of Chapter 1 matitki subsequent five chapters of the
research. It is envisaged that other 60 or so déenwill later be added into the research
and this number might escalate to even 100 paaintgpas music circle learners (subjects)
in the research. However, consent has been reguiesie the 15 core researchers who
shall be called research leaders of the variousaeusles (classrooms) and they have all
consented to being photographed, recorded on D\WDE) and their real names and
surnames be used. Their names appear below awgollo

1. Mr M. Ngxishe — Head of Sport, Recreation, Arts &wudture unit at DCS —
Mthatha Medium Correctional Centre

2. Vuyo Mduduma — DCS intern with a degree in music

3. Ms Mosa Mpopho — DCS intern with a diploma in Spdenagement

4. Mrs Kholisa Mlandu — music graduate, teacher aridnteer choir conductor and

coach at Mthatha Medium Correctional Centre

Mkhuseli Gobingca — undergraduate student at W8&iwrlu University (WSU)

Sikhululekile Mafunda - undergraduate student atJVS

Lungamzi Ngoma — postgraduate student at WSU

Ndoyisile Dubula — offender

© ©o N o g

Mluleki Gogobala — offender

10.Vusumzi Majanti — offender

11. Thembekile Msawu - offender
12.Mchayiswa Madikizela — offender
13.Nkuthalo Nomesi — offender

14.Cingile Qoboza - offender

15. Siphathiso Mabho - offender

16.Zoliswa Twani - facilitator / main researcher
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APPENDIX 4: RESEARCH ACTORS’ JOURNAL TEMPLATE

This journal is part of the research into the pt#tmole of research leaders in decision—
making, reporting about research activities, mgstiteaching and learning with their
peers in the music circles and reporting at cyolé+meetings at the end of the four cycles
of the research in Music Participatory action Rese@PAR) Project which forms part
of the PhD thesis by Mrs Z. Twani, the facilitatord main researcher in this project. You
are requested to use this template each time yepape your repot for the cycle-end
meetings for each cycle. The reporting format tfeeeeshould include:

The Title — Action Plan should appear at the tothefpage.
Name of Group and Research Leader

Topic covered for the cycle

Methods to b used to cover the topic

Achievements

Challenges and ideas to improve these

Resources needed

© N o g bk wDdRE

Future Plans or Topic for next cycle

Also, the function of a journal is for you to refteon the activities of your music circle

and to set down on paper your thoughts, ideas Jgmrad) challenges, successes and
failures or difficulties about a specific issuetgpic. In this case your journal is about your
role as a research leader and that of the memténe imusic circles as well as for your
participation as research actors within a groupsfmaircle) and the project as a whole.
You must attempt to answer in short story formfgeu are talking to a friend.

Thank you for your co-operation. You will be asslioé the confidentiality of your
responses.
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APPENDIX 4: RESEARCH ACTORS’ JOURNAL TEMPLATE contd .

Nangu umzekelo nesikhokhelo sokukuncedisa ekubhaleni ireport yakho njengoko
kuchaziwe apha ngaphezulu: Below is an example and guide into responding to ¢h
template for effective reporting as suggested above

1. Nizakufunda ntoni kulomijikelo nileligela? Ingabaakufunda ukucula okanye
ukudanis@ What is your topic your group will research on drawvare you going to learn
in this cycle? For example are you going to learsihg or dance?

2. Nizakufindisana luhloboluni kulomjikelo? Kha unik&cazelo ephangaleleyo
yalendlela nizakusebenza ngayo. Khumbula ukubdmihangelo lokuzitshintsha
ingcamango zenu, kwaye xa nikwenzile oko, niyibalisgklonto ukuba izingcinga
ezisezakwenzeka okanye ibeyingxaki ebikhdoa are you going to learn or research the
topic you have chosen? Give a detailed plan. Reraegdu are free to revise your plans
and where you have done this, indicate these dkebas or future plans.

3. Nivune ntoni kulo umjikelo®/hat did you achieve in this cycle?

4. Zinto zini ezintsha enizifundileyo nileligela? Nifle ntoni2Vhat new things have you

learnt as a group?
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APPENDIX 4: RESEARCH ACTORS’ JOURNAL TEMPLATE contd .

5. Kwelithuba nikule music circle, nizixazulula njamgxaki nemicela mingeni? Ingaba
nibanalo ithuba lokuxoxa niphikisane nivumelanalimjela? Ingaba ninalo ngokwaneleyo
ithuba lokuxoxa nokuphikasana nivumelai&fice you have been part of this music
circle, how do you approach your problems and ehgkks? Do you discuss and debate
these as a group? Do you have time for discussioot®

6. Kha unabe wandise lenkcazelo uyinike kulombuzahsdqpha ngasentla ngokuthi unike
izizathu nemizekelo, ngokunjalo uchaze ngempumeakaloye ukungaphumeleli kweligela
kwezozinto bezikumgaqo wenu. Kananjalo nibonigatizii enicinga ukuba zizise
impumelelo okanye ukungaphumeldblease state possible reasons or examples for you
answers in Q4 above and write down a few wherehgume been successful / not
successful. Reflect on what made you to fail ocsed?

7.ngaba zikhona izinto enizinqgwenelayo ezinokunirsaekivimpumelelo okanye
ekwenzeni ngcono nileligeld® you have any need (s) as a music circle inrdale
improve or do better?

8. Nicinga ukuba ikhona impumelelo eningayizuzayeligela xa ninokuthi niguqule
umgago okanye inqubo yale music circle ukuze nibvgnenelelo? What difference do

you think your changes will bring to your musicobé and success?




APPENDIX 4: RESEARCH ACTORS’ JOURNAL TEMPLATE contd

9. Uziva njani ngempathiswano nokusebenzisana kaldabale music circle? How

strongly do you feel about the participation of yowsic circle learners?

10. Zithini izicwangciso zenu malunga nelixa elia&ungenjalo isihloko enizakufunda
phantsi kwaso kulomjikelo uzayo sithini? What aoeiryfuture plans or what is your next

topic?

11.Ingaba nifumanisa kululutho okanye akunjalo ukuinxglenye yale MPAR,
ungabakuthaza okanye hayi abanye ukuze babeyirypealeyo kwilixa elizayoRo you
feel you have benefited from being a member oMIRAR and would you encourage
others to participate in future?

12.Nceda ukhululeke ubhale ngayo nayiphina enye itloimga nemusic circleyakho
kungenjalo nangayiphina enye into ekuxhalabisagoagpmkhokheli nokuba
ayibhalwanga kuléemplate. Please feel free to respond to any adékae concerning your
music circle or anything that worries you as a aesle leader even if it is not mentioned in

this template.

Enkos kakhulu ngempathiswano yakho. Thank you very much for your co-
operation.
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APPENDIX 5: EVALUATION GRID

MUSIC PARTICIPATORY ACTION RESEARCH (MPAR) PROJECT

GROUP NAME

GROUP LEADER :

MUSIC GENRE

1. STAGE PRESENCE

Stage Manners; Going in ang
out of Stage; Stage Readiness.

[7)

2. COSTUMES / ATTIRE

Appropriateness and
Creativity.

3. PRESENTATION

Artistic ability; Technique;
Movement / synchronisation

4. ARTISTIC IMPRE SSION

Overall Impact

5. GENERAL COMMENTS

Other Remarks
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