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"Theatre should be both instructive (a means of education) and entertaining II - Brecht
\\

On Everyday: Theatre - Bertolt Brecht
From: "Poerns of the Crisis Years·IR29 ·-1933"

You artists who perform plays
In great houses under electric suns
Before the hushed crowd, pay a visit some time
To that theatre whose setting is the street.
The everyday, thousandfold, fameless
.But vivid, earthy theatre fed by the daily human contact
Which takes place in the street.
Here the woman, from next door imitates the landlord:
Demonstrating his flood of talk she makes it clear
How he tried to turn the conversation
From the burst water pipe. In the parks at night
Young fellows show giggling girls
The wa~'1:.."'iresist. and in resisting
Slyly flafult their breasts A drunk
Gives us the preacher at his sermon, referring the poor
To the rich I, .stures of paradise. How useful
Such theatre is though, serious and funny
And how dignified! They do not, like parrot or ape
Imitate just for the sake of'imitation, unconcerned
What they imitate, just. to show that they
Can imitate; no, they
Have a point to put across. You
Great artists, masterly imitators, in this regard
Do not: fall short of them 1 Do not become too remote:
However much you perfect your art 'i

From that theatre of daily life
Whose setting is the street.

But you, do not say: that man
Is 110t an artist. By setting up such a barrier
Between yourselves and the world. you simply
Expel yourselves from the world. If you thought him
No artist he might think you
Not human, and that
Would be a worse reproach. Say rather;
He is an artist because he is human. We
May do what he does more perfectly and
Be honoured for it, but what we do
Is something universal, human, something hourly
Practised in the busy street, aJmost
l\$ much a part of Bfe as eating and breathing
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ABSTRACT

This research report examines the nature of drama as a meansoffacilitating adult
learning, especially in the South African rural context, by conducting a literature
review and by compiling case studies of the use of drama <it Akanan], an association. of
ruraldevelopment projects in. South Africa where theatre-for-development is the
principal1nethq~ology employed;

The literature review explores the use of drama as a methodology in education and
then focuses on how and why theatre-for-development has .1oeen used in\Africa for
community development and empowerment. The international developments in
popular theatre are also considered So that as much information as possible can feed
into the guideline~which are this rept.. £tsconclusions. This chapter concludes with a
considetta~ionofhow drama can be used for adult learning in South Afrioa,

\( ~\

This research was conducted primarily by compiling a number of case studies of the
use of drama at Akanani in the far northern Transvaal. P.alrticipant observation,
illuminative evaluation and semi-structured interviews were used within a Participatory
Research apprgach to gather information about AkMani. The researcher spent two
periods of'time at Akanani conducting the interviews and observing the daily
operations as well as the use. of drama invarious contexts at Akanani. The cases
studies were compiled to discover whether drama, as it is used at Akanani, is a
successful and appropriate methodology for adult education in the rural areM of South
Africa. II

o

This research finds drama to be avery effective means offacilitating learning'amongst
adults in rural areas and concludes by offering gk .1elinesfor the use of drama as' a
methodology in adult education in South Africa, especially in the rural areas,
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CHAPTER 1 - INl'RODUCT.ION

Drama as a means of facilitating empowering adult learning and the aims of certain types
of adult education, for example a Freirian model, woul)dcappear to have many eleme~i1)~s
in common. Both emphasise experiential learning, leamer-centred learn' .....g experlences,
learning with a problem-solving focus and empowering the learners to take control of
their own learning.

,; ..,...... .. -_ .... - .. _ ....

Historically, drf~mahas keen used in Africa for dealing with community issues so
theatremfor-developmenqr a method that uses the existent culture as a means of
facilitating adult learning. \ Thus drama, which starts where the people are and is also
enjoyable would appear.to be a suitablemeans of far:H.tating;adult learning especially in
the rural areas of South Africa. 27% of South Africa's population live in rural areas,
with 62% being illiterate and undereducated (Race Relatfdns Survey 1990 $ 1991).
Efficient, cost-effective ways of promoting adult learning need to be used to deal with
this problem in the rural areas. Drama (theatre-for-development) could well be the most
appropriate methodology.

Itwould appear that drama as a methodology is under-emphasised in training courses
that educate adult educators in South Africa and one ofthe outcomesof'thia research is
to offer guidelines for the use of drama as a methodology for facilitating adult learning in

, .:1 '.

South Mica. Direct connections between drama as an educational medium and the
needs in adult education fA rural areas. in South Africa have rarely been made. This.
research will attempt to rectify this situation.

This research will be conducted primarily by means of a number of case studies of the
use of drama by a rural development project it! South Africa where theatre-for-
development is the principal methodology employed, namely Akanani in the far northern
Transvaal. Participant observation, i~luminative evaluation and semi-structured '.
interviews will be used.to gather information about Akanani. Chapters 2 and 3, the
Literature Review and the Research Design, will demonstrate why these research
methods are appropriate to address the main questions of this research:

1.1 Resea~ch Questions

1.1.1 What is the nature of drama as a means offacilitating adult learning, especially in
the South African rural context?

1.1.2.1 How has theatre-for-development been used in Africa for community
developme: and empowerment?
1.1 :2.2 Why nas theatre-for-development been used in Africa for community
development and'empowermentj,

1.1.3.1 Is drama a successful methodologyas it is used at Akanani in the rural areas of
the fa!' northern Transvaal?
1.1.3.2 Is drama perceived to be an appropriate methodology for adult education in the
rural areas of South Africa?



1.1.4 What guidelines can be deduced f('lr the use of drama as a methodology in adult
education in South Africa, especially in the rural areas?

1.2 Rationale

IIArguably drama is the most dynamic and social of cultural forms. Where there are areas
of conflict in world view, and tensions between the forces of dominance, acceptance and
revolt, theatre often serves to illuminate .self-understanding and -to artioulate-preeise
needs and aspirations." (Kaarsholm, 1990: 246)

Drama is a powerful means of communication and of exposing the problems of a
society Drama is a means to get people to think about and understand their situation,
to conscientiae them, and it is a means of mirroring the problems which beset our
societies. Theatre can be used for conscientisation and mobilisation, in other words,
theaere C8.n be used as a vehicle for conveying ideas and also as a means of encouraging
co-operation and community participation.

Drama can be used Ito expand people's awareness. to enable them to look at their reality
and to see. below the surface of actions to their meaning. Dramatising a possible
solution to e, problen, "helps us tQ explore the feel of the experience and thus decrease
our anxiety and increase our control over it." (Heathcote cited in Wagner, 1980: 16)
Drama recognises the validity of tl--; learner's prior knowledge and experience, and
views the learner as an active participant in the construction of knowledge and meaning
where the learner makes sense of experience by actively constructing that meaning.

The aim of drama may be to expose a social problem, or to reinforce cognitive learning,
or to provide information and ideas in a stimulating way. Drama promotes .listening and
observing, provides a safe way for participants to express what they think and feel,
stimulates the use of the imagination and the development of creativity, as well as
encourages participants to work together in a team. It helps participants to learn about
organisation and co-eperation. It extends people emotionally and linguistically. It can
be argued that drama is the ultimate experiential learning technique. It is not only
experiential but experimental as one can "experiment" with life without the sometimes
terrifying implications if the same exercise were conducted in reality. It is a sort of
reality without the pain. I11 this capacity drama offers an appropriate outlet for the
release of feelings and tensions, Sylvia Ashton Warner in her book Teachel' (cited in
Wagner, 1980) says "I see the mind ... as a volcano with two vents, destructiveness and
creativeness. And I see that to the extent that we widen the creative channel we atrophy
the destructive one. II In the violent times that we live in in South Africa this is indeed a
strong motivation for using drama in adult education.

Theatre has many advantages in that it is cheap, mobile and simple to present. Other
advantages are that it uses the skills of the participants, as well as being; immediately
accessible to many people at one time. Yet another advantage is that these participants
include illiterate people.

The educational philosophy underlying the use of drama includes the idea that one
cannot just teach "facts", one also needs to teach understanding. This philosophy also
holds that the best context for learning is one where the learner is strongly, dynamically
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and actively involved. This helps with the developing of attitudes and values. These
values include behavioural values which means learning.that it is important to hear other
ide/as; procedural values which means that one Ieams tc'weigh up t~ evidence in order
to arrive at a conclusion; and substantive values which means one learns to question why
one believes in something. Dramaprovides a mirror in which people can examine their
world .

-Oae of the main thecrists.whose-stance supports the use ofdrruna-in adult education is
Paulo Freire, For Freire, one of the aims of adult education is to encourage both
cultural action and conscientisation. Drama can realise this.aim. One of the advantages
of drama is that the participants do not need to be literate to be actively involved. It is
an enabling, mobilising tool for development which is not prescriptive. Drama provides
a method to realise Freire's idea that lithe adult literacy process demands among teachers
and students a relationship of authentic dialogue" (Freire, 1970:12). In adult education
"the educator'srole is to propose problems about the codified existential situation in
order to help Ul,e learners arrive at a more and more critical view of their reality." ( ibid.:
17.) Drama would provide the medium for both the problem-posing and problem-
solving involved in this approach. nThe expansion of (man's) consciousness and
therefore of his power over himself, his environment, and his society, must therefore,
ultimately be what we mean by development ... the skills acquired: by education should
be Jberating skills." (ibid.: 43.) The use c.rdrama could facilitate this sort of
development.

Freire's ideas of problem-solving education for empowerment and his focus in Cultural
Action for Freedom on the use of cultural activities for participatory learning underpin
the philosophy for using drama as a method in adult education. Drama also-taps the life
experience of the adult learner which would gain the approval of other adult education
theorists like. Stephen Brookfield and Malcolm Knowles. Drama is one of the
participatory experiential techniques Knowles advocates for andragogy (Knowles,
1984).

1.3 Termimdogy

There is great controversy about the meanings of terminology such as theatre, drama,
community theatre, theatre-for-development, popular theatre, theatre-in-education and
drama-in-education. IIi thi, research the terms drama and drama-in-education will be
used to refer to the broad range of techniques such as role-playing, improvisation,
dancing, singing, drawing and sculpturing which are used to facilitate learning. With
drama the emphasis is on learning through being involved in a process. The term
"theatre" refers to play-making where the emphasis is on creating a dramatic product.
Theatre-for-development, popular theatre and community theatre are used
in;etchangeably to refer to play-making where the participants are the villagers
themselves who have created a "play" to dramatise their own experiences. This is
different to what shall be called "theatre-in-education" where pre-conceived and>
prepared plays are presented to people in rural areas as a means of disseminating
information. The main difference is one of participation. In theatre-for-development the
rural people are active and creative participants while in "theatre-in-education" they are
passive recipients.
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Ip:the literature there are even more terms in use. The most commonly used; terms,
apart from "theatre-for-development" which will be;used in this research, are .
"participatory theatre for conscientisation", "theatre for liberation" ~"popular education
for development Ii, IIcommunity theatre for integrated rural development", "community-
based theatre", "collective reflection" and "theatre for conscientisation and
mobilisation". Mostly these terms are not used with any degree of consistency and,
indeed, are often used interchangeably.

In an interview with Dr Zakes Mda, Lawrence (1991: 66-67) records the following
interchangeable uses of terms: "... the theatr~-for-develovment project aimed to use
theatre as a medium of development 'C,'jnml'!micationand employ theatre as a critical
presentation around development needs and problems of villagers ... particlf,!atory
theatre for conscientisation (allows) ... villagers te gain greater contr.01 over their own
social. economic and political destirses '«e try to raise consciousness from the inside,
by group analysis of social reality and power relations. (A problem is) that popular
theatr.§ can become an instrument of oppression rather than theatre for lib~ration. What
happens then is that it becomes theatre for domestication ."

Mike Abrams, the facilitator of theatre-for-development at Akanani, refers to "Popular
~rlucation tor development as' a method that uses anydramatic event i.e, dance, poetry,
music, drama that helps people look at their lives. If :a,r2 also refers to drama which His
empowering as an action for transformatiQn." He uses drama "SO that even those Who
are not functionally literate can participateiin colle-ctivereflection. Drama is used
because itipcusea on problem-solving, is creative and allows people to participate in
creating scenarios for social change. Essentially theatre-for-development is a tool for
organising around community issues. If (From an interview with Mike Abrams at
Akanani J.3/4/1992)

Malamah-Thomas (1987: 60) uses the term Community Theatre for Integrated Rural
Deve~opment which he defines as Itacompelling means of fostering '}';jrticipation of ami
dialogue with, rural people by using their own media and art forms as tools for
development communication." Kaarsholm (1990: 267) uses two other terms namely
"COmn1urnty-basedtheatrJi" and "theatre for conscientisation and mobilisatiollll which he
defines as aliform of theatre (that aims) to get local urban or rural communities
together in order to discuss their problems, conflicts and grievances and to dramause the
arguments and points of view they want to express; (and which) develops the use of
drama to democratise education ... II

The opposite of "theatre-for-development" in this body of literature is termed
"commercial" or "art" theatre where the focus is making money by entertaining or
creating a spectacle of dramatic art rather than education .: In Africa commercial theatre
is seen to have a colonial legacy (Soyinka, 1976) and is not associated with leading to
greater understanding, conscientisation or community involvement, nor does it involve
audience participation. Theatre-for-development is an empowering agency that gives
people a new sense of control over their lives.

Theatre-for-development has been used as a method in adult education in Africa for at
least the last three decades. To use people's own cultural traditions is seen as an
appropriate way to disseminate knowledge and to analyse the problems of rural people
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in Africa, Theatre ..for-development can also be used as a weapon against oppression
and exploitation. It can be seen to serve the struggles of the marginalised sectors of
society. In this kind of drama participants can exchange ideas and aspirations through
songs, poems, role-plays and dramatic skits. Thus, theatre-for-development is a view of
drama as a conscientising development process.

1.4 Review of the Relevant Littratm'e

As will be seen from the literature review in chapter 1')10, the use of drama as a
methodology for facilitating adult learning is poorly documented and the documentation
of its use in the rural areas of South Africa almost non-existent. However, a great deal
can be gleaned. from the literature of drama in education more generally. Another area
that provides insight is the use of theatre- for-development in Africa, This area is also
poorly documented, although a few countries do have a certain amount of
documentation avaihib~e,usually in the form of case studies. There is also a limited
literature about the work being done in the International Popular Theatre movement
which also has a bearing on this research. Direct connections between drama as an
educational medium, theatre-for development in Africa; the International Popular
Theatre movement and the needs in adult education in rural areas in South Africa have
never been made so the literature review an chapter two has attempted to make some of
those'Iisks. An attempt has also been made to deduce some appropriate guidelines and
principles for tho use of drama as a means of facilitating adult education in the rural
areas of South Africa.

The literature pertaining to the research methodology used has also been reviewed.
Reviews of participatory research, Casestudies and participant observation are included
in the research design in chapter three. An outline of the literature review in chapter
two follows.

The literature of drama-in-education theory spans three decades with each decade being
represented by one major theorist. Dorothy Heathcote is one of the principle
theorist/practitioner" of drama as a learning medium. She was the doyenne of drama in
education in the 1970's and is still revered as one of the most important contributors to
this field. Wagner (1980) gives an account of the principle ideas of her work with
practical examples. She followed in the footsteps of Brian Way who was the principle
exponent of drama in education in the 1960's. Way (1967) is an important work on the
use of drama as an experiential educational method for developing the whole person.

Gavin Bolton (1984) was the major theorist on the use of drama in education in the
1980's. His book, Drama as Education, provides a detailed consideration of drama and
learning from a historical perspective starting from the early twentieth century until the
present day. Although Way, Heathcote and Bolton are all British and their examples are
based there, their contribution to the literature and theory of drama as an educational
medium is invaluable. Bolton is one of the contributors to Learning Throu~'il Theatre:
Essays and Casebooks on Theatre in Education, a collection of essays edited by
Jackson (1980). Although these essays by practitioners and educationists provide
examples of practical theatre in education for facilitating learning in school children, the
ideas can be extrapolated out to apply to adults too.
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Another useful collection of papers on drama in education is Exploring 1:heatre and\"
Education edited by Robinson (1980). This collection of papers documents the events
of a working conference held in London entitled: "Theatre - Education: All
Exploration". Such luminaries as Dorothy Heathcote and Gavin Bolton contributed
papers on the sessions they ran at this working conference, Guidelines on the use of
drama as an educational medium will be extracted from the above-cnentloned sources.

The work-of'PauloFreire and Augusto Baal is-then considered-as they-are the two main
influences on using drama in adult education in marginalised communities. The
influence of Freire's "Pedagogy of the Oppressed" is considered along with his theories
of conscientisation, problem-solving education and his use of cultural activities in adult
learning. His influence on the development of Popular Education is also considered.
Augusto Boal's work in Popular Theatre grew out of Freire's influence on Popular
Education. Boal's (1979) Theatre of the Oppressed is a seminal work on the use of
drama techniques to help educate and liberate adults in oppressed communities. The
focus of attention in the literature review then turns to the use of drama and theatre-for-
development in Africa.

One of the few studies of drama in Africa is The Development of African Drama. In this
book Etherton (1982) outlines-rae idea and uses of drama in traditional African society
and more modern times. This is a seminal work On the way African drama has,
developed historically in African societies. The history and development of drama in
education in Africa, from the travelling theatres of the 1960's to the theatre-for-
development of the 1970's, is discussed.

The use of drama in adult education as a means of facilitating social change in Africa
was primarily initiated by Ross Kidd. His ideas are set out in his seminal work on
popular-theatre-for-development in Kidd (1982). He is the most prolific writer of the
very few educationists who make a direct link between drama and adult education in
Africa. Kidd also joined forces with Martin Byram to initiate and cocument a non-
formal adult education project in Botswana: Laedza Batanani, Kidd and Byram (1982)
provide a case study of'Laedza Batanani and how it attempted to follow a Freirian
model. One of the key features of this programme that made it critical for this research
was the use of popular theatre as the medium for encouraging participation, raising
issues, fostering discussion and promoting collective action.

There are a small number of case studies available detailing where theatre-for-
development has been used in various African countries. The successes and failures of
these cases served to provides guidelines for implementing theatre-for-development in
adult education in South Africa as well as providing criteria for assessing the relative
success of Akanani. Examples of case studies of work done in Sierra Leone, Nigeria,
Kenya, Lesotho and South Africa are reviewed.

The Sierra Leone experience has been extensively covered by Malamah-Thomas (1987).
He is also very interested in the work of Ross Kied and includes a case study of'Laedza
Batanani as well as a rationale for using theatre-for-development in Africa in his
writings. In a follow-up article, Malamah- Thomas (1988), tries to arrive at some
theoretical perspective of theatre-for-development in Afiica. He also includes an
interesting account of using drama as a means. of conducting participatory research.
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Malamah- Thomas' attempt at a rationale for uS~lg theatre ..for-development as well as his
use of participatory research methods made this a particularly important docunient for
this research.

"

InNigeria theatre-for-development is termed "popular theatre" and a number of case
studies have been written up. Aruha (1984) provides a case study of the use of theatre-
tor-development, or "Popular 'Iheatre" as he terms it, as a means of facilitating
awareness-of and involvement in localgovernmentamong rural people in the village of
Igyura inNigeria. Bappa (1981) documents the use of drama as a medium for adult
literacy teaching.in the Maska Project, also in Nigeria. He believes that theatre-for-
development can lead to community action and social change. InKenytt the experiences
of the Kamirithu community and the playwright Ngl,lgiwa Miriidemonstrate that-
empowering a community through the use of drama can be perceived as a threat by an
oppressive government.

Continuing the journey southwards down through Africa, the use of'theatre-for-
development in rural Lesotho is recorded by the man who initiated the Marotholi
Travelling Theatre, Dr Zakes Mda. The Marotholi 'll'ravelling Theatre was an alternative
development communication initiative implemented, in rural Lesotho. Mda (199;) &
1993) and Lawrence (1991) explain this use of "theatre-for-development".

The use of drama the trade union movement in Sooth Africa as an organising and
empowering medium for participants, is also reviewed .. VOl} Kotze (1988) documents
the rise of cultural.activity as an educating force in the ttade union movement in Natal,
It is also a fasdnating account of a research project conducted using participant
observation ill South Africa from which guidelines for conducting a similar research
method can be garnered.

The only comprehensive study of the use of drama as a means offacilitating learning in
the rural areas of South Africa was conducted by Professor Lynn Dalrymple (1991) of
the Univernity of Zululand. Professor Dalrymple used drama as a means of
disseminating information and awareness on AIDS to rural communities in Zululand.
Lynn Dalrymple is also chairperson of SAADYT (Southern African Association for
Drama and Youth Theatre) and is very concerned with the use of drama in rural
education which was the focus of her Ph.D. thesis.

The literature documenting the six.workshops held by the International Popular Theatre
Alliance has a bearing on this research as it outlines the aims, principles and guidelines of
the Popular Theatre Alliance and the work it has done in promoting the use of popular
theatre or theatre-for-development around the world. There were also very useful
lessons to learn from the case studies of theatre- for-development in action, especially the
work done by the Sistren Theatre Collective in Jamaica and the SOS Sahel Drama Unit
in Mali. The International Popular Theatre workshops held at Chalimbana, Zambia in
1979; Bangladesh in 1983 and at Murewa, Zimbabwe also in 1983, are reviewed. The
workshop held at Rehoboth, Namibia in f991 is documented in chapter four as a case
study.

The trends of using drama in education with children, theatre-for-development in Africa
and the international use of popular theatre are then compared to the aims of adult
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education as advocated by theorists. such as Malcolm Knowles and Stephen Brookfield.
The use of drama as a means of facilitating empowering education is then discussed in a
South Africa context and theoretically by considering the work of' Jack Mezirow (1981
& 1991). Mezirow's ideas about the role of the adult educator in facilitating
empowering education are also reviewed. The literature review concluded with a
discussion of one of the problems facing educators who wish to use drama as a
methodology, namely the paucity of'formal training opportunities. A rationale for using
drama in adult education in-the-rural areas 'of South Africa which points out its
advantages, is offered in conclusion. Following from the examples of case study
research outlined in the literature review, a case study which is researched by means of
participant observation appeared to be the most appropriate research methodology.

.. /j.., _.

1.5 Research Desigrn

The strategy for conducting this research will now be discussed. A table outlining the
reseerch design is attached as Appendix D. The research design is fully considered in
chapter three and includes.literature reviews of participatory research, which Was the
overall approach; case studies and participant observation, both of which wereused in
conducting the research. The approach to answering each research question will be
examined in tum.

1.1.1What is the nature of drama as a means offacUitating adult learning,
especially in tli~ South African rural context'!

This question was answered in three different ways. It was answered by means of an in-
.depth literature review of documents, reports and journals on drama in education,
theatre-for-development in Africa, the International Popular Theatre movement, the
aims of adult education especially that which has empowerment of participants as a
focus and the educational needs of adults in the rural areas. It was also addressed by
means of personal observation and participant observation of workshops and seminars
on this topic held in South Africa. SA.ADYT (Southern African Association for Drama
and Youth Theatre) holds annual canferences at which workshops and seminars of a
nature relevant to this research are conducted. The researcher attended three such
conferences.
It was also answered by conducting case studies of the use of drama at Akanani, a rural
development project operating in the rural areas of the far northern Transvaal. The
findings from all three sources were analysed and compared leading to an attempt at
providing guidelines for the use of drama as a means of facilitating adult education in the
rural areas of South Africa.

1.1.2.1 How has ,l.heatre-for-development been used in Africa for community
development and cmpowermentr
1.1.2.2. Why has theatre-for-develepment been used illllAfrica for community
development and empowerment?

These two questions are inextricably linked and so were considered together. They
were answered using three sources of information. This use of triangulation was to
ensure the validity and reliability of the data collected as well as to obtain a
comprehensive view of the phenomenon. A meta-analysis of all the case studies and
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other.relevant literature about the use of theatre-for-development in Africa was
conducted in an attempt to derive some guidelines for practice. 1 he facilitators at
Akanani were then interviewed using semi-structured interviews to determine how and
why they are using theatre-for-development for community development and
empowerment in Amcn. A series of case studies was then conducted of the use of
drama at a rural development project in South Africa where theatre-for-development is
the principal methodology employed, namely Akanani in the far northern Transvaal.

Akanani uses drama in all three of its projects whichare: a building project, a literacy
project and a project for establishing co-operatives. This use of drama as the dominant
methodology in "education for production" projects is unusual. After a preliminary
investigation it appeared that the method was very successful as the projects were
flourishing. These factors coupled with the facilitators' enthusiasm for both the method
and this research made Akanani a particularly good site to conduct a case study. The
researcher spent two periods of time in residence at Akanani. During this time she
compiled the case studies by means of participant observation of the use of drama at
Akanani, by watching unedited video footage of previous uses of drama, by reading all
available documentation and by conducting semi-structured interviews with the
facilitators of the project, namely Mike Abrams, Themba Mavimbela, Aboe Nayiluma,
Marc Wegerif and Astrid Wicht. All these methods were used to gather information
about Akanani and to compile the case studies by using illuminative evaluation.

A case study appeared to be the most appropriate way to research this area for many
reasons. Firstly, much of the research that has already been conducted in the use of
drama in adult education in Africa has taken the form of case studies, for example ,
Rappa (1981), Kidd and Byram (1982), Aruha (1984), Malamah-Thomas (1987), von
Kotze (1988), Kamlongera (1989) and Mda (1990). Secondly, a case study allows an
intensive study ef a selected instance of the phenomenon in which one is interested and
in this area of research there are very few examples of the phenomenon at all, Thirdly,
researchers "working in relatively unformulated areas, where there is little experience to
serve as a guide, have found the intensive study of selected examples to be a particularly
fruitful method for stimulating insight and suggesting hypotheses for research" (Sellitz
cited in Cole, 1987: 117). Fourthly, the purpose of a ca.se study is seen as lito probe
deeply and to analyse intensively the multifarious phenomena that constitute the unit
with a view to establishing generalisations about the wider population to which that unit
belongs" (Cohen & Manion, 1989: 99). For the above-mentioned reasons a case study
appeared to be most suited to this research. The case studies were compiled using a
modified version of Coombs' (1974) model as a guide. (See Appendix C)

Illuminative evaluation was used to gain insights into the case studies, Illuminative
evaluation (Hamilton & Parlett, 1977) is the holistic study of a situation by means of
open-ended exploration followed by focused enquiries. In the search for useful
information a participatory research approach is suggested because it is collaborative
and provides valuable insights. Illuminative evaluation is particularly useful in a
field/case study because it is situationally responsive, phenomenological, adaptable and
naturalistic as it is based on the actual programme activity (Cole, t987). The contextual
research is inductive as the issues are defined on the basis of empirical findings and the
answers to the preliminary que, .ns form the next stage of the research. In inductive
research the researcher tries to make sense of the situation without imposing pre-
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existing expectations on the research setting. For this reason semi-structured interviews
were used with the facilitators at Akanani,

This type of interview was appropriate because these people are in a particular situation
and thus the researcher was able to construct an interview guide which set out the major
areas for inquiry. This type of interview focuses on the subjective experience of people
exposed to the situation under study in an effort to ascertain their definitions of'the
--situation ..~The.questions asked are open-ended to-allow fl.axibility· and unanticipated
responses. See Appendix E for a copy of'the guidelines used in conducting the
Interviews but the areas outlined in Coombs'. model for compiling a case study (See
Appendix C) were also covered in the interviews.

This use of a variety of research methods is known as triangulation. Triangulation, a
term cotned by Denzin (1978), refers to the use ofmultiple methods of data collection in
order to increase the reliability of the observations. By employing different methods of
data collection one is attempti1.1gto compensate for the limitations and shortcomings of
the individual methods. Triangulation is also used to ensure a depth of understanding:
"triangular techniques in the social sciences attempt to map out, or explain more ..fully,
the richness and complexity of human behaviour by studying it from more than one
standpoint" (Cohen &.Manion, 1991: 208). Thus in an effort to reach a holistic view of
this research area, triangulation was used.

1.1.3.1 Is drama a successful metbodology as it is used at Akanani in the rural
areas (Ilf the far northern Transvaal?
1.1.3.2 Is drama perceived to be an appropriate methodology for adult education
in the rural areas of South Africa?

i!

These questions were answered by using the same methods as for the research questions
mentioned above. The case studies of the use of drama at Akanani which are detailed
under the second research question together with the researcher's illuminative, evaluation
and participant observation of that project provided the answers to these questions.

1.1.4 V"Jlnat;guidelines can be deduced for the use of drama as a metbodology in
adult education in South Africa, especially in the rural areas?

The lessons learned from the literature review and from the Case studies of the different
uses of drama at Akanani, namely The AIDS Drama, Drama in Literacy Programmes,
Drama in the Winter Schools, Networking in the Drama Field and Drama in the
Organisational Workshop are presented as the results of this research and an attel,(llpthas
then been made to provide some guidelines for the use of theatre-for-developrneni and
drama as adult education methods in the rural areas of South Africa. Each of the i,.

various sources are commented on to arrive at the guidelines which constitute an
assessment of the value and appropriacy of drama as a means ofracilitating adult ....
education in the rural areas of South Africa.
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CHAPTER 2 - LITERATURE REVIEW
()

There is a dearth Ofliterature on the use of drama as an adult learning methodology in the
rural areas of South Africa. However, there are three areas from which illumination may'
be gathered. These are the literature of drama-in-education as it developed, the literature
fPftho history of'theatre-for-development in Afiica which sometimes overlaps with the
/jH~rd area; the literature about the work being done ill the International Popular Theatre
movement.- 'The 'lessons from these t~e areasliavebeen consideredinterriis of the aims' .
of adult education and an attempt has been made to deduce appropriate uses of dra;~ain
adult education the Seuth Afi:ican rural context.

2.1 Drama nn. Education

The concept of using drama in education has its roots ill the theories of play (Way, 1967).
Children's piay forma a significant part of their learning and.development so the conscious
inclusion of this natural learning behaviour in classroom activities seemed educationally.,
sound. The formal idea of drama-in-education (d..i..e) arose in the 1960's in Britain along
'with a general change in social norms. Until then education had been based on a
transmission model where students learned from the masters, but in the 1960's the shift
towards child-centred and learner-centred approaches helped make experiential learning
techniques such as drama acceptable classroom practice. the potential a5 drama as an
enquiry-based methodologythat drew on the experiences of schoolchildren was explored
and developed. \~

\\

The literature of drama-in-education theory spans three decades with each decade being
represented by one major theorist. Brian Way (1967)was the principle exponent ofdrama
in education in the 1960's, Way concentrates on the use of drama as an experiential
educational method for developing the whole person basing his ideas primarily on
Piagetian theories of play. Two important features of play are the exploration of oneself
and of one's context, drama-in-education promoted both aspects by providing situations
for children to "pretend in order to learn", Dorothy Heathcote was the doyenne of drama
in education in the 1970's and is still revered as one of the most important contributors to
this field. She is one of the principle theorist/practitioners of drama as a learning medium
and.in 1985 she ran a series of workshops in South Africa under the auspices of the
Southern African Association of Drama and Youth Theatre (SAADYT). She encouraged
the use of drama to allow children to engage in a process of discovering and developing
their own ideas and finding new ways of understanding their experiences. She also,
developed the concept of "teacher-in-role", Prior to her work, role-playing was perceived
as something done by the children with the teacher acting as a director. Heathcote
promoted the idea that the teacher could take on a variety of'roles thus guiding the drama
while relating to the students in a range of different ways.

Gavin Bolton (1984) was the major theorist on the use of drama in education in the
1980's. He maintains that drama is an educational experience that may help learners'
understanding of'themselves in relation to the world they live in to be reinforced; clarified



or modifi~d as well as allowing them to gain skills in sociai' interaction whlc))An(:ludes tni~
ability to COn1munie~their understanding and fe~ling. He claims that edu&ational dran!ia "
is able to stimulate the kInd of imaginative awakening at community level which is a ,
prerequisite for social, polhical, and personal growth, development and change. Although
Way. Heathcote and Bolton are all.British and their examples ate based there on their
work with children, their contributions to the literature and theory of drama as an
educational medium are invaluable. The two main influences on the theogr, ofusil1g drama

. in adult education,-Augusto Boal and Paulo Freire; -both come from Brazil.

c

Boa! and Freire are friends who are both committed to the use of culture in education.
~teyhave similar theoretical and political ideas - Freire advocates "Pedagogy of the

Uppressedl' while Baal advocates "Theatre of the Oppressed". For Freire, one onhe aims
of adult education is to encourage both cultural action and ccnscientisation. Freire also
sees ctitic~ con$cilJusness or "conscientisation" as a vital aspect of empowerment. He
sees a syntft~sis '()£,~:dividual and collecti Ire analysis of experience as vital for his purpose
ofllconscie~l~isatid~1tby which he means the process of bringing underlying assumptions
about the w6iJ!i ,~ntbcritical ccnsciousn=s. Freire insists on a link between personal and
soc;ielliberation"ihJough conscientisation that revolves around praxis so that neither theory
nor action is uninformed. He advocates a procc ::l of "problematising" which involves the
educator in proposing "problems about the codified existential situations in order to help
the learners arrive at a more and more critical view of their reality, It (Freire, 1970a: 17)

Freire(1970b: 27) defines conscientisation as a process whereby learners "achieve a
deepening awareness of both the sociocultural reality which shapes their lives and of'their
capacity to transform that reality through action upon it." Whether people are at the level
of intransitIve consciousness where their main concern is to fulfill biological needs, or at
the level of seml-transitive consciousness where the situation is not perceived to be within
their control, or at the level of semi-transitive consciousness where people question their
'lives naively, or whether they have reached a level where they can particlpate in praxis (the
simultaneous occurrence of reflection and action) to bring about socitir~hange - all these
people can participate in and benefit from drama.

Freire's ideas of problem-solving education for empowerment and his focus in Cultural
Action for.Freedom on the use of cultural activities for participatory learning underpin the
philosophy for using drama as.a method in adult education. Drama can be used as a
method to realise Freire's idea that "the adult literacy process demands among teachers"
and students a relationship of authentic dialogue" (Freire, 1970a: J 2) Using-drama as a'
methodology could provide the medium for both the problem ..posing and problem. ...solving
involved in this approach. "The expansion of (man's) consciotisness and therefore of his
power over himself> his environment; and his society, must therefore, ultimately be what
we mean by development ... the skills acquired by education should be liberating skills. II
(ibid.: 43) The use ofa culturalform such as drama could facilitate this sort of
development,

',1
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Freire also believes that only through. participation it~democratic learning environments
will people assimilate democratic habits: "They (the Brazilian people) could be helped to
leam.democracy through the exercise of democracy; for that knowledge, above all others,
can only be assimilated1:;lperientially." (Freire, 1973:.36). One of drama's most effective
aspects is that it is partioipatory and experiential, thus it would be appropriate to use
drama "to challenge the existing social relations which determines some of the basic
components of social life such as access to land, water, housing and ,incom¢;:;j Drama can
be used to expand-people's awareness; to enable them to 'look at their1'eality and'to see

\\ below the surface of'their actions to the meaning (Wagner, 1980). This view of drama in
education is one VVhichsees it as a conscientising and liberat?ng force; a vlew popularised
by Freire. The participants identify, through the medium of pm-ma, what their problems
are, why 1J1eproblems e,?cistand how they can change the situation. One of the advantages
of using drama is thC\~these participants do not need to be. literate to be actively involved.
Drama can thus be ~~\enabling, mobilising tool for development which is not prescriptive.

Freire'S literacy training programmes in Brazil in the 1960's spawned the concept of
Popular Education. This developed further in other parts, of South America with the
growth of mass-based movements for social change. Popular Education is a form of'non-
formal education aimed at marginalised adults where self-development and community
initiative to deal with the community's own needs are important factors. Popular
Education techniques are used with a group to e~n~rage democratic participation;
develop critical thinking; help them express, an( "represent and understand their daily
reality; and to encourage follow-up action in deah.ilg with a problem '. The main elements
of Popular Education are: discussion, co-operation, questioning, problem-posing,
dialogue, active learning, collective experience and critical thinking. The Popular
Education approach includes many techniques such as: drama, role-plays, .sculptnre, mime,
dancing, drawing, cartoons, collage, music, songs, photo-essays and story ..t&Uing. For
example acting out a problem that is being experienced in the community helps the
participants to see and start to understand their daily reality. The preparing and
performing of the role-play helps the participants to develop a group identity and to think
and act collectively. In the 1980's Popular Education was used extensively in Central
America, especially in Nicaragua where its use was encouraged by the Sandinista
government. Popular Theatre emerged as part of Popular Education.

Boal's work in Popular or People's Theatre developed from experiments! carried out in
Peru's literacy campaign which was using Popular Education methodsderived from Freite
to "teach literacy in both the first language and in Spanishwithout forcing the
abandonment of the former in favour of the latter; and to teach literacy in all possible
languages, especially the artistic ones, such as theatre, photography, puppetry, films,
journalism, etc." (Baal, 1979: 121) Boal was a participant in the theatrical sector of this
campaign which "tried to show in practice how the theatre can be placed at the service of
the oppressed, 'so that they can express themselves and so that, by using this new
language, they can also discover new concepts." (Boal, 1979: 121)
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Boal uses the word "Spect ..Actor" to describe the role of anyone involved m"Jheatre
becausehe believes that aUpeople should be both actors "he or she who acts" and
spectators. He wants to break down what he sees as the divisions between actors and
audience/spectators in ;what he terms "bourgeois II theatre. He maintains that this division
in the theatre mirrors the divisions in society and gives one group i.e. the actors, power
and takes it away from the spectators. His use of drama follows four stages to transform
people from mere spectatolrS to being actors not only in the theatre but also as actors i.e,

+capable oftaking action, in their-own lives. The fuur--stages-are knowing the body,
making the body expressive, theatre as language and theatre as discourse. The first two
involve a series of games and exercises which help one get to know one's body and use it
as a means of expression. The third stage, theatre as language, has three steps namely;
Simultaneous Dramaturgy, Image Theatre and Forum Theatre.

Simultaneous Dramaturgy is the technique used when the start of a play is performed and
then the action is stopped and the audience is required to o:ti'er suggestions as to how the
play should progress or how the action should be resolved. The suggestions of'varioua
audience members are tried out by the actors thus starting to remove the division between
actors and spectators. In Image Theatre one person acts as sculptor who shapes the other
participants iqto a sculpture or image that represents a theme or an issue that the
participantswish to explore, The first image or sculpture that is created is the actual
image portraying the'situation the way it is. Then a second sculpture is created of an ideal
image portraying the situation the Way people would like it to be. Finally a third sculpture
is created of a transitional image portraying how to get from the actual image to the idleal
image .. The third. step in discovering theatre as a language is Forum Theatre, Forum, fl

Theatre involves a similar start to Simultaneous Dramaturgy in that a play is presentee! and
then changes are invited but the difference is that the participants who choose to make.8.
change must physically take the place of the person in the play whose actions they' wis~fto
alter. From the moment the "spect-actor" takes on the role, the other actors have to if

become or intensify their actions as agents of oppression. This is to prevent the notio!n
that overcoming oppression is easy. The fourth stage of theatre as discourse involve$
various.forms of theatre which allow the "spect-acter" to experiment with various 9fltions,
discuss certain themes or rehearse certain actions, I' .•

Ultirnarely if one follows these stages, Boal argues, one will end up with a theatre (5f the
oppressed rather than a theatre of the bourgeoisie. He claims that audiences of theatre of
the oppressed "are interested in experimenting, in rehearsing, and they abhor the 'closed'
spectacles (of bourgeois theatre). In those cases they try to enter into a dialogue with the
actors, to interrupt the action, to ask for explanations without waiting politely for the end
of the play. Contrary to the bourgeois code of manners, the people's code allows and
encourages the spectator to ask questions, to dialogue, to participate." (Boal, 1979: 142)

Boal believes that Theatre of the Oppressed is a means of freeing the "spectators'vthe
oppressed to take action. As he says: "Theatre is a form of knowledge; it should and can
also be a means of transforming society. Theatre can help us build our future, rather than
just waiting for it." (Boal, 1992: xxxi) Theatre of the Oppressed's intention is: "to
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transform. the spectator into the protagonist of the theatrical action and, by this
transformation, to try to change society rather than eontent ourselves with interpreting it. II
(Boal, 1992: 224) .

These theorists and practitioners. of drama-in vahous types of education inform the use of
drama in South Africa. Another area that informs thease of drama in adult education in
the rural areas of South Africa is the work done in theatre-for-development throughout
Africa;- -- .. _ . , _'_-- . . _. - - .,_ .... , .-~) '. - '"-- - -

2.2 Theatee for Developm(eillt in Africa

IISince ancient times in African theatre the whole community has been involved. Thjf'/is a
total theatre where music, dancing and mime take an important place next to the spoken
word. It (Schipper, 1982: 153)

In 1960 a report entitled "Investment in Education", issued in Nigeria, heralded a new
way of looking at the role of education in development in.Africa. The report emphasized
"the intimate relationship which exists between education and economic develop.iilent. U ,

(Thompson, 1981: 82) -There was wide-spread belief that education was the cure fora
whole range of social, economic and political problems, commensurate w{th this was the
assurance that large investments in education would pay off'in ecollolJUC'terms.
Unfortunately the job market, which was developing at a slower pace, was unable to
accommodate so many educated people. Another problem was the "Westernising" efI:ect
of the education. Many young people left the rural areas for tlie cities to seek
employment. Scarce resources had been expended on their education in order to promote
economic development. Now it appeared that not only-were many of them unable to
repay the cost of their schooling by engaging in productive activity but they represented a
major drain on the resources of society through the funds and energies t~l~erted to their
upkeep and through the social problems presented by their large numbers, In the towns.
The schools were subjected to a barrage of criticism: that the contents of their syllabi were
urban-oriented, that children were being taught "to despise rural occupations and
encouraged to aspire towhite-collar occupations, and that by increasing the probability of
obtaining paid employment education was encouraging migration t6 the towns. "
(Thomps~n) 1981: 92)

Among other things this crisis resulted in a call for a distinctively African development
technique. The criticism levelled at the methods in use was that they introduced Western
values, exposed traditional societies to the influence ..of commercialism and materialism,
and posed a threat to the distinctive cultural identities of Africa. There was a demand for
a development strategy that used African techniques to deal with African problems and to
achieve African objectives.

The focus WaS now on more appropriate development strategies and on the development
of the rural areas where the majority of'the populations of the African countries lived. The
emphasis had shifted from the development of the small industrial urban sector and rural
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development, ~wbichwas concentrated on large scale cash crop developments which could
feed the modern sector of the economy most efficiently, to developing the rural poor. The
idea seemed to be to encourage the rural poor to develop themselves through educaticn;
"To be an effective agent of change education must engage the active commitment and
participation of adults. Apathy, poverty, disease and hunger can be eradicated only by
making people aware of what causes them and how to conquer them. Social improvement
and adult education are thus complementary." (Hall & Stock, 1985: 13)

One of'the methods seen as being appropriate for rural development in Africa was drama.
Historically, traditional African drama includes enactments of hunts and re-enactmentsof
historical events, especially battles. Traditionally there is little or no setting and dramas
may wander around the village or region with the spectators defining the acting area.
There is usually musical accomnanirnent which often takes the form of singing as well as
some improvisation and interaq lion with the audience. Asmany as five major traditional
festivals are held in a year with', iorne lasting as long as a month but festivals are not only
annual. Some festivals correspond to stages in the life-cycle too.

African theatre has always been functional in that it serves a purpose in the community.
African theatre has its roots in ritual, seasonal, religious and communication dramas. A
two or three hour play is a Western concept. In Africa the festival plays:last for days and
sometimes even weeks. It is also an Aristotelian notion to have a beginning, a middle and
an end so there may never be a "final" version of any African playas it is constantly
changing and evolving to suit the people participating.

Drama is an attractive tool to the gqvernmen\l0 ofunder-developed countries. It can be
appreciated by everyone in a community, literate or not, and it is not only cheaper than
film but;:adaptable to local concerns. "Live,':heatre differs significantly from film,
television and radio in being a medium of live or present communication. More than any
other medium it can allow an immediate dialogue td\take place. Listeners can themselves
become speakers)' (Etherton, 1982: 320)

Julius Nyerere, the president of Tanzania, argued that "people.cannot be developed. They
can only develop themselves. For while it is possible for an outsider to build a man's
house, an outsider cannot give a man pride and self-confidence in himself as a human
being. Those things a man has to create in himself by his own actions. Redevelops
himself by what he does; he develops himself by makinghis own-decisions, by increasing
his understanding of what he is doing and why; by increasing his own kn~(;J~edgecand
ability, and by his own full participation - as an equal- in the life of'the cdipl.tnunity he lives
in. Thus for example, a man is developing himself'when he grows or earns enough to
provide decent conditions for himself and his family; he is not being developed if someone
gives him these things. II (cited in Thompson, 1981: 113)

This is where using drama for development really comes into its own. Drama is a
powerful means of facilitating participation in communicating and exposing the problems
of our society. Drama is a means to get people to think about and understand politics q to
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conscientize them - and it is a means of mirroring the problems which bese.t our societies.
Theatre can be used for conscientization and mobilization - in other word~1using theatre as
a vehicle. for conveying ideas and also as a means of encouraging co-oped-tioD and
community participation.

Theatre is not just a part of Africa's history, it is widely used in contemporary Africa. On
the contrary countries like Nigeria have huge commercial theatres but there are no theatre

,,-troupes and little patronage. This is the result of trying to impose-First World. - -
Commercial theatre on Third World countries with Third World economies. However, in
anydiscussion of drama or theatre in Africa. a clear distinction needs to be drawn between
Commercial Theatre, which is.a colonial legacy, although it now often uses the-lingua
franca, and Theatre for Devek'h :ent, It is the latter that is of interest to Adult Educators.
Commercial Theatre is somf!n:irliescaned Art Theatre while Theatre for Development is
also called Community, People's orPopular Thestre, Etherton (1982) ref'l:!;l to theatre
that Intends to lead to greater understanding and eenseientization as "Popular Theatre" .

Historically, drama has been used in Africa. as a way of dealing with community issues
which uses the existent culture as a means of facilitating adult learning. Although the use
of drama in Africa is an ancie-n practice with its roots in ritual, seasonal, religious. and
communication dramas; the use of theatre-for ..development in Africa as a conscious
method only dates back to the 1960'~. For the-last three decades using the people's own
cultural traditions has been seen as an appropriate way to disseminate knowledge and to
analyze the problems of rural people'in Mcica- Theatre-for-development cart also be seen
as a weapon against oppression and exploitation. It can be seen to serve the struggles of
the marginalized sectors of the societies. In this kind of drama participants can exchange
ideas and aspirations through songs, poems, dances, role-plays and dramatic skits, This
view of drama sees it as a conscientizing development process.

In the 1960's, the decade ofAfrican countries gaining their independence, "travelling
theatre" projects from tbeU.niversities of'Chikwakwa in Zambia, Ibadan in Nigeria,
Makerere in Uganda, Nairobi in Kenya, Zomba in Malawi and Yaounde in Cameroon
were established. Students took the plays" which were mainly concerned with the conflict
between traditional and modem societies, on free tours of the rural areas. These projects
were attempts by the Students' Unions to make the impact of the University felt outside
the ivory towers and to counter the criticisms of elitism being levelled at the Universities.
Travelling Theatre groups were not a new concept for the rural people. For example, the
Yoruba in Nigeria had had travelling theatres since the sixteenth century. Many of these
travelling theatre groups came together in 1969 at a Festival of Popular Theatre which
was held in Senegal.

In the 1960's tensions developed between some playwrights and governments. In Nigeria
the main antagonist of the government Was Wole Soyinka, while 10 Kenya this role was
played by Ngugi wa Thiong'o and in Sierra Leone the role was played by Amadu Maddy,
The theatrical critics of the governments in African countries tended to retreat to the
relative safety of the universities where they were protected by the ideal of academic
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freedom. It must be noted that'rhis association with elite institutions such as universities
sbihewhat contradicted their criticism of the "elite" states.

In the 1910'n there was a concerted effort to "Bring theatre to the people, not people to
the theatre. If Some examples of'this were productions such as "Big B,rrrinli. by Amadu
Maddy in Sierra Leone and "Resign." by Stephen Chifunyise in Zambia. Thljse plays were
about real social issues, for example "Resign" was about impoverished rural people. The

.-.familiar characters-of traditional- dramas-and festiv~~·were used in these dramas. -An ....
example of this use of familiar characters was in tbe 19'70 drama created by the Nigerian
Family Planning Association. In Sierra Leone the Planned Parenthood Association and
other health educators, CARE (Co-operative for American Relief Everywhere) and
LEARN (Local Educational Activities for Rural Networks) also used drama. Although
the plays that were developed were about social issues; the plays presented dramatised
solutions to problems rather than involving the people in identifying and SOlving their own
problems. This is the major criticism of these types of theatre: they do not involve the
activf! participation of the learners. The problem was that the theatre was taken to the
peopt(~ and given to them. Itwas realized that what waft needed was theatre which
actually involved the people in its making.

Theatre-for-development in Africa really began in 1974 in Botswana where the use of
drama in adult education as a means of facilitating social change was primarily initiated by
Ross Kidd. The aim was to equip communities with the ability to analyse their iituations
and to collectively solve their problems. The idea was that the dramatisation of local
issues would bring people together, create a forum for collective discussion and "generate
a process of cosamunitydecislon-making and collective action." (Malamah- Thomas, 1987:
61) Drama was also supposed to transform the role of the community extension worker
from that of a giver Of knowledge to that of a facilitator in a community process. As Kidd
himself expressed it:

drama is "a means of bringing people together, building confidence and solidarity,
stimulating discussion, exploring alternative options for action and building a
collective commitment to change: starting with people's urgent concerns and
issues, it reflects on these issues and suggests possible strategies for change. II
(Kidd, 1982)

Kidd joined forces with Martin Byram in 1974 to initiate and document a non-formal adult
educarlon project in Botswana: Laedza Batanani. Laedza Batanani, which loosely
translates as "Wake up. Let's come together and work together. It or "Community
Awakening", arose from the annual festival of the same name. During this festival the
community came together in an attempt to understand and assess their socio-economic
situation and to discuss what could be done about it. Community issues were dramatised
and used to communicate issues to the people in a way they understood. This included
post-performance discussions to facilitate a process of community education and collective
action. The name Laedza Batanani comes from the title ofthe theme song of the festival:
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The SWl is already up
It is tim~ to come and work together
Build your villages together;
Leave staying on the lands and build homes;
Attend meetings and hear what's happening in your country.
Men should work and give money to their wives.
Leave fighting and the Gumba-Gumba,

• - • -" c,. 1'eaeh your-childr-en-to respect adults- .. . .-. ,..
Awake and come together to build Botswana.

Laedza Batanani was influenced by the Zambian Chikwakwa Theatre and by Paulo Freire.
Zambia's Chikwakwa Theatre, which was founded by Michael Etherton in the early 1970's,
did .drama workshops to impart theatrical skills to the participants. Chikwakwa, which
means grass roots, developed from the travelling theatre of the University of Zambia and
W'HI dedicated to creating a truly Zambian theatre for the people using existing social and
cultural traditions. Laedza Batanani's aim was also to use the cultural traditions and to
show extension workers how to use popular theatre for community and village renewal
programmes. One of the key features of this programme was that it set out to use popular
theatre as the medium for encouraging participation, raising issues, fostering discussion
and critical consciousness as well as promoting collective action.

The focus in Kidd & Byram's campaign was to foster participation and self-reliance as well
as "the Freirian objective of motivating people to improve their lives through improving
the life of the community." (Etherton, 1982: 344). For Freire "It is crucial, that the
peasants must help devise the very ways in which they are going to learn 'and this starts
with basic literacy." (Freire cited in Etherton, 1982: 342). However, this idea that
"peasants must help devise the very ways in which they are going to learn" proved to be a
stumbling block. There was a contradiction in that middle-class, urban-based trainers and
organisers were taking the leadership role in initiating popular theatre activities and trying
to encourage the participation of the grass roots people. This proved to be a serious
drawback because although the Laedza Batanani campaign emphasized participation it did
not include all the villagers in the key stages of data analysis and drama-making, Itwas
only the community leaders and the educated development workers who participated in
the planning workshops and the actors' workshop. The very poor villagers who were in
most dire need were simply the passive audience for a prescriptive dramatisation. The
dramas also tended to represent the concerns of dominant groupings in the society. This
limited participation meant that the organisational momentum, so necessary for community
conscientization and follow-up action, was absent.

The organizers of Laedza Batanani themselves have realised the limitations of the
campaign. After organising the first International Popular TI "J.ltreworkshop in
Chalimbana, Zambia in 1979, Kidd returned to his native Canada where he, together with
Byram, reflected on the process used at Laedza Batanani and wrote a critique of the
experience: "Demystifying Pseudo-Freirian Development: The Case of Laedza Batanani"
(Kidd & Byram, 1982). They criticized their own programme and how it attempted to
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follow a Freirian model. In their critique Kidd & Byram acknowledge that apart from the
problem of the degree of participation, many of Freire's ideas had been given different
meanings. Critical consciousness, for instance, was being used to mean an awareness of
local problems and a means of solving them. This::; a watered-down version of Freire's
concept which includes historical understanding and analysis of the cause of'the problems .
.Also, for Freire, authentic dialogue must lead to action. However, the performances at
Laedza Batanani led to hardly any action of a collective nature. As Mda (1993:/,15)
-comments "Community action-was expected somehow to follow from the'helgt{tene~
interest generated by the performances, an unrealistic view of the power of popular .
theatre."

In 'Nigeria the Theatre Collective of Ahmadu Bello University, with the guidance of
Michael Etherton, tried to acton the lessons learnt from the experiences of'Laedza
Batanani when they set up the Maska Project "to explore the possibilities of using drama
as an effective medium of'teaching illiterate adults" (Bappa, 1981:24) The Theatre
Collective of Ahmadu Bello, like Laedza Batanani, developed from the traditional
festivals. Nigerian festivals were open-air performances where social and political evils
were often criticized. Critical questions were asked and songs sung inwhich the audience
enthusiastically participated. The main Nigerian festival was called "Kalankuwa". It was
originally a harvest festival called Alarinio but in later years it developed into a more
critical social event. In African cultures the artist was often a social critic so this role of
the festivals is not surprising. In Africa drama could not be separated from political,
economic and social life.

Although the workshop was called the Maska Project. Wal$anMaska was only one of
three villages in Hausaland where the workshop took place: The other two villages were
Wasan Samaru and Wasan Bomo which co-incidentally was the original Kalankuwa
village. The two-week workshop was organised "to explore the possibilities of using
drama as an effective medium of teaching illiterate adults. II fBappa, 1981: 24). The
organisers of the workshop saw drama as meaning "popula 'eatre developed through
improvisation, using local material, the local dialect, and members of the community"
(Bappa, 1981: p. 24). The organisers of the workshop, having learnt the problems of'non-
participation from the Laedza Batanani campaign, realized that they could not just
transmit ideas without involving "the otherwise passive audience in the task of acting,
discussing and charting out change" (Bappa, 1981: 24) so The Theatre Collective of
Ahmadu Bello involved villagers "from establishment of rapport a.rd mutual confidence to
follow-up action" (Malamah-Thornas, 1988: 105) in their workshop. This was an attempt
to make their drama more truly }.-articipativeand effective.

The workshop was aimed at introducing adult educators to the use of popular theatre as
an educational medium and also as a means of raising political consciousness. The
organisers believed that drama could go deeper and explore issues more closely than
conventional educational methods. The workshop attempted to provide adult educators
with ways of translating an abstract problem into a concrete play that explored the
contradictions within the situation. The participants were shown that "an improvisation
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could take an issue, sometimes an abstract one, analyze it, then put it into story form
before rendering it into drama." (Bappa, 1\~81:27)

The adult educators went from the Univet~;tyinto three lo~al communities, Wasans
Maska, Samaru and Borne, where they collected data around which to build
improvisations. The villagers were vocal and COM operative and the gathered data was then
analyzed. Another objective of the workshop was to facilitate social education. This
. means that through drama the participants would become censciouslcrthe forces-at work
in their society and attain a more holistic view of their society. Three plays were
developed; one around illiteracy, another around hygiene and another around fertiliser.
The actors in each play articulated different perspectives: in an attempt to highlight aspects
which were perhaps not previously apparent to the audience. This could be. seen as
promoting critical thinking, another valuable adult education aim.

One of the most positive outcomes of the Maska Project happened unintentionally. Tne
academics from Ahmadu Bello University mainly spol<;eEnglish while the participants
largely spoke Rausa. In order to communicate, the concepts of drama had to be pared to
their essentials to facilitate translation. T~s often involved the use of concrete examples
to try and express the essence of the concept This meant that the terms were seen for
what they really were rather than as mystifying, high-brow academic concepts. The
attempt to use drama thus broke down barriers and encouraged participation between the
academics and the villagers before any acting had taken place.

/>
Although adult educators might sing the praises of drama in educ~~i~n not all African
governmentsappreciated th~ increase in critical thinking thatsometimes occurred with the
use of Theatre for Development. In the late 1970's in the Kamirithu region in Kenya there
was great poverty and dislocation as a result of government "resettlement" policies which
left many people landless and jobless. These people had become "alienated beings" and
many resorted to cheap local liquor as an escape. One member of the.community, Ngugi
wa Mirii, tried to reactivate the community centre by ~\tartingadult literacy classes but the
reading material was irrelevant 5<0 the learners were di/3couraged.

In a further attempt to uplift the community Ngugi wa Midi formed a committee of
concerned members of the community. One member of this committee was the then
unknown playwright and novelist Ngugi \~a Thiong'o. The committee decided that a
drama production would be the best meaas of facilitating and consolidating adult literacy
and of creating an alternative SOl • "self-realisation and entertainment for the depressed
community. Ngugi wa Mirii an-' jugi wa Thiong'o were given the task of writing a play.
They did this in the form of liN hika Ndenda" (I will marry when I want). However, in
the course of producing it they found that thf' 'Jal'ticipants changed the script and
improvised new scenes as they beeame more involved. The community was now so
vibrant and full of energy that they not only produced many more dramas about their
predicament but also built a three thousand-seater, open-air theatre. Members of the
community started by making a match-stick model of the theatre and then went through
the process of physically building the theatre. The resultant structure was an excellent
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theatre venue and the achievement was even more significant because it was built mainly
by peasants who had never seen a theatre before. Unfortunately the government were not
so impressed by this achievement and did not approve of the activities of'Kamirithu as the
dramas were becoming increasingly more critical of the Kenyan administration-In 1977
Ngugi wa. Thiong'o was detained. This did not stop all the activities of tile community
centre and adult literacy classes continued.

-In 1981·the ¥.~mirithu community, with the assistance ofNgugi wa Thiong'o; -new
released from detention, developed another play in the Gikuyu language called "Maitu
Niugira" (Mother Cry for Me). The community had acquired a confidence out of the
knowledge that they, simple peasants, were the daring creators, and not just the passive
consumers, of culture. "Maitu Niugira" relied on song, mime and dance as the major
vehicles for conveying the message so it communicated effectively even to non-Gikuyu
speakers. The government obviously still felt threatened by the use of theatre and through
the Provincial Commissioner issued a statement that theatre did not contribute to
development. The statement was followed by the Community Centre being de-registered
and then, even' ';ore tragically, in March 1982, the open-air theatre at Kamirithu, the pride
of the community, was razed to the ground.

In Sierra Leone Theatre for Development did not have such tragic consequences as fitdid
in Kenya. In Sierra Leone the mass media does not reach the "marginalized and
impoverished people who need to discover how they can raise the quality of their lives"
(Malamab-Thomas, 1987: 60) so "Theatre for Development" evolved as a means of
addressing this problem. Its proponents claim that it is "a compelling means of.festering
participation of and dialogue with, rural people by using their own media and art forms as
tools for development communication" (Mal amah-Thomas, 1981: 60). This use of drama
in adult education in Sierra Leone is a form of community theatre which aims to
encourage rural development. "Community Theatre for Integrated Rural Development"
also claims to engage its participants (the learners) in collective attempts to solve
problems. Drama is thus seen as a method for education and conscientisation.

The educational philosophy underlying the use of drama includes the idea that one cannot
just teach 'facts", one also needs to teach understanding. This philosophy also holds that
the best context for learning is one where the learner is strongly, dynamically and actively
involved. This helps with the developing of attitudes and values. These values include
behavioural values which means learning that it is important to hear other ideas;
procedural values which means that one learns to weigh up the evidence in order to arrive
at a conclusion; and substantive values which means one learns to question why one
believes in something. Drama provides a mirror in which people can examine their world.

In 1983 a workshop organised by the Benue State Arts Council in Nigeria was held which
proved to be significantly more successful than ally previous attempts to use Theatre for
Development. The Benne Popular Theatre Workshop for Development was designed to
be a "know-through involvement" workshop that did not include the usual presentation of
papers or lithe diarrhea of words from academicians that normally follows such papers. II
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(Aruha, 1984: 121) The targJlt group was an impoVeriShe~\ Nigerian village. The village
of Igyura was rural and traditional and the people's morale'\.~;l~slow as.they"felt that the
local authorities neglected them. The organisers of the workshl)Jfw~nt into the village
with the intention of trying to'lead the villagers from passivity to involvement and action
through dramatlc presentations, The organizers believed that "provoking thought on
problems ultimately leads to itlitiating solutions and actions" (Aruha, 1984: 123).

The twa main problems-that the Igyuran-people identified were-to do-with getting fertiliser- -
and with divorce. Involving the villagers at this early stage helped to establish the
credibility of the organisers. However; this village posed a particular problem in that the
women were not allowed to speak without their husband or father's permission and thus
were excluded from any deds!lon~making, However, once the village "vas convinced of
the credibility of the organisers, the chief granted permission to the women to participate
in a limited, way. This compromise was accepted by the organisers because they
rationalised that in two weeks they coill~perhapi help to solve one immediate problem i.e.
the need for fertiliser, but it was not their place or intention to start a social revolution!

The process of dram,a,tising the problem was started and lively debate and criticism
accomp~r4led the wo~~shop, However, after a week of dramatising and analysing the
problems associated'with getting fertiliser, the villagers decided that drama-was not
enough; they needed action, .They decided to approach the Ministry tor Rural
Development and Co-operatives, Although the Ministry was situated only seven
kilometers away from Igyura the Minister claimed tohave never heard of the place and hi~
response to their plight was that a lot of information had been available for some time Ii
which would solve their problems. It was then pointed out to the Minister by the
organisers thatthe information was disseminated by means of newspapers, radios and
televisions which were totally inappropriate media for illiterate rural people with no
access to technology. Ontop of that most of the communications from the Ministry were
in English, a language that was unknown to most Villagers, The Co-operative Officer
attended the Igyuran drama and afterwards said that' popular theatre was the "most
relevant technology for imparting information and knowledge to the poor hclp!I~.~ss
masses," (Aruha, 1984: 126) This particular venture was very successful and d~e villagers
got their fertiliser. In Igyura the use of drama continues but now it is more of aimethod of
relaxation lind entertainment at the end of'a day's work. The Igyura now see th~t
performance is a social act and that "Each drama is '" a corporate and social'ae] reflecting
a collective experience," (Etherton, 1982: 55)

In Sierra Leone the government and various other national and international d€;iveiopment
aid agencies co-opted the use of drama in rural development programmes with little
success. Thdr use of drama was based on the rationale that it was appropriate to use
popular culture in educational programmes. However, the supporters of "Community
Theatre for-Integrated Rural Development" claim the government was explojting the
culture of the people and saw the failure of these projects as being the resulf! of the
government's top-down approach. Apparently the urban government bureaus where these
programmes originate are out of touch with the needs and aspirations of'the/rural
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population" The solving of problems is seen by the urban bureaucrats as being a'technical
issue controlled by "experts".

"Community Theatre for Integrated Rural Development", a. form of popular or
participatory theatre, i~.a response to the top-down, directive; authoriv&pan governmental
approach. Its supporters claim that Popular Theatre is a two-way cOll'oit'unication tool and
that "by its communal and fictionally imaginative natl.1re:(it) can provide fl graphic' and
vivid forum where such dialogue can take place without the- kinas of antagonisms that - --
might well result in directly 'real' situations" (Malamah ...Thomas, 1987: 61). "Community
Theatre for Integrated Rural Development" isaccessibl~tomany, based in local social
and cultural realities and expressed in the people's art fonn'sus'ing the local language and
idioms, music, drumming, singing and dancing, miming and story-telling, This use of
drama meets the need to tap rich cultural legacies in overcoming oppression.

In Sierra Leone the Institute of Adult Education at the Universiey of Sierra Leone held the
first "Commuruty Theatre for Integrated Rural Development" workshop in November
1986. The workshop included input on the theory and practice of theatre for community
development as well as "hands-on" sessions and; even more importantly, it taught .
participants to respect vilJa~ers and to :list~n to them and learn with them. The pracedare- Ii
of the two ..week workshop included w~rlcing out plays about the problems and then (~~- :;, \, __
taking them back to the villages where solutions were discussed and then plays '\- (i

demonstrating possible solutions were then taken back and performed fur the others.
.Thus inter ..village communication was effected. This resulted in "swapping" ?
performances. This constant interaction and dialogue between villagers created
"transformational drama" where the audiences were not just pas~'.t'e. It was successful in
that there was collective action in solving the dramatised cornmurlh'- "'1roblI.'!01s,such as the
construction of pit latrines and water-wells to reduce the incidence of diarrhea and other
water-related diseases. Another success was that the development workers were
conscientised into realising that they were working with and not/or the villagers.

A similar transformation in the attitude of development workers has been recorded by
Zakes Mda (1993) in his study of the work ofthe Marotholi Travelling Theatre in
Lesotho. Mda considers theatre-for-development as 9 means of communication. He
looked at the present state of development communication in Africa and described it as
communication that is centralised in the urban areas and then disseminated to the rura!
periphery. His argument is that there needs to be communication from and between
people in the rural periphery and he proposes theatre as a suitable medium tr achieve this.
The main ammunition supporting his argument comes from a case study of'tde Marctholi
Travelling Theatre of which he was the director for a number of years.

Mda examinedthe existent development projectsfn Lesotho and discovered that the
attitude from development agencies is that they ate benefactors aiding an ignorant
peasantry. The people in turn saw therrv elves as recipients dependent on hand-outs. This
was quite a different view of development to Mda who defines development as "a process
through which a society achieves greater control of its social, economic and political
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destiny. The process allows the individual members of society to have control of their
institutions, which leads to a liberation from all forms of domination and dependency. II

(Mdi, 1993: 42)

Marotholi started out in 1982 as a Theatre-fur-Development Project at the National
University ofLesothq)~n Roma. Its goal was to initiate and support community
development and self~help programmes through the use of theatre. Marotholi has changed
its approach to-using theatre over the years with increasing 'Villager participation-and Mda
documents the progress of this change. The firstplay was a production called "Kopano
Ke Matta!" (Unity is Strength) about co-operatives which used popular cultural forms of
communication such as poetry, songs and dance to get the message across. There was no
active involvement of the villagers ill this theatre which was very message-oriented, This
kind of theatre simPI.yrein.forced the existent development ethOSl..1.~aatthe development
worker is an external age~atwith superior knowledge who can pre~nt solutions to the
villagers' problems. The next play was about rural sanitation. It ~ad similar problems to
"Kopana K~ Matta" although this time at least the dialogue of the play was improvised
according to the specific conditions of the particular areas where it was performed.

, .., .

The next play, the Agro-Action Play, tried to involve the villagers tq a gr~~ter extent and
thus used JJ3l::,al'smethod of Simultaneous Dramaturgy in a series of plays aroU!pdthe
problems cdhsed by food aid when it is offered as a reward for partic~;W.tion in
development programmes. In Simultaneous Dramaturgy the start of a play is presented
but at a critical point in the action the audience is requested to suggest how the action
should progress or what solutions to the problem are possible. The actors then perform
whatever course of action the audience community has decided to take. The next play, the
Trade Union Play, moved even closer to involving the villagers li1every step of the theatre
process. This time Boal's method of Forum Theatre was used where the audience not only
suggests possible solutions but actually acts them out themselves. The Trade Union Play
was the first play that was created at the request of the villagers. It was a play about the
participation of miners in trade unions that cost them their jobs. The last play documented
by Mda is the Alcoholism play which involved theactiveparticipation of the.audience in
every stage of the process. It was" :ilatMarotholi termed n"community-generated' or
"Comgen" play that developed when Marotholi workers spent two-weeks with a rural
community equipping them with th-::I:!treskills so they would be able to create and perform y
plays 011 their own. The villagers ~I ere in control of the process frum the outset and the
highest degree of audience participation of any Marotholi play was achieved.

Mda (1993: 181) analyses the effectiveness of theatre ..for-development as demonstrated
by tbe Marotholi Travelling Theatre and concluded that "Through theatre the villagers
were able to analyse the structures of domination and dependence, to make their own
resolution in response, and to decide the best methods of implementing the resolutions.
Theatre proved to be most suited to this task because it enabled the villagers to produce
and distribute messages from their own perspective. II
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As far as the use of theatre-for ..developrhent\~ln South Africa is concerned, not much is
documented. However, drama has been used in the trade union movement in South Africa
as an organising and empowering medium for participants. von Kotze (1988) documents
the rise of cultural activity as an educating force in the trade union movement in Natal.
When actor/workers play managers then all the anger and frustration of working life is
directed at the characters. "Here. is a chance to do what is often too dangerous in real ..life
situations." (von Kotze, 1988: 12) is a recurrent comment from workers participating in

+drama .. €reating a-play gave the worker ..; the chance' to share their experiencesthrough" .
discussion and improvisations. It allowed for different viewpoints to be discussed and
debated in a non-threatening way. It alst) drew them together as a group while the
individuals gained a sense of self..worth and self-confidence. von Kotze i~erttifies two uses
of drama in worker education: "plays for mobilisation" which generate sul,)port for a
specific struggle and "educational plays" to educate the worker public cublluta number of
issues. //, ~/

s \
The only comprehensive study of the use of drama as\\~ameans offaciHtafiYIg learning in the
rural areas of South Africa was conducted by Professd,l' Lynn Dalrymple (1991) of the
University of Zulu land. Professor Dalrymple used drama as a means of disseminating
information and awareness about AIDS to rural communities in Zululand. She ran a pilot
project in a rural school ir~Zululand with the ai\lt of effecting "a changei'l tnekrtowledge
and attitv!des of secondary school pupils (about AIDS), and contributing towards changing
behaviour patterns" by using what she termed "a drama approach" (Dalrymple, 1991: 1).
The research started by administering a questionnaire to a sample of pupils from the
school in order to determine their knowledge, attitudes and behaviour-patterns relating to
AIDS prior to the drama approach being implemented. The projectthen made a three-
phase intervention in the form of a theatre presentation, drama lessons and an open day.
The whole process was then eVtl~\uatedthrough questionnaires and interviews, however
there was ongoing evaluation tht't~~lghthe use of participatory action re.,se~tchtechniques.

\\ . . .,,:, .. - '-', , i:

The drama approach to educating a~ound.AIDS was based on the rationale that ih dealing
with health issues where a change clf'attitude and behaviour is sought, tfitis necessary to
involve the whole cognitive-affective-behavioural being" in an experiential learning '~
situatiou such as drama.(Dalrymple, 1991: 20) Dalrymple (1991: 23) says she uses the II
drama approach because, it has certain unique features:

a. Drama functions on two le .els simultaneously - the actual and the symbolic If a willing
.suspension of disbelief is achieved among the participants then an exploration of 'real'
attitudes and behaviour without 'real' consequences occurs.
h. Drama allows for the experience of the other, or of being in someone else's shoes, and
thinking and feeling from their point of view.
c. Drama involves the whole being and is unique ill that it provides a way of thinking with
the body as well as with the mind and emotions. Body awareness and the skillful use of a
wide vocabulary of body language build self-esteem.
d. Drama sets up opportunities for spontaneous expression which can release inchoate
ideas. It provides a way of liberating the imagination.
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This particular drama approach had three phases. The first phase was the presentation of
a play that portrayed the kinds of situations involving AIDS with which students could be
involved, based on the information gleaned from the initial research. The play also
educated about AIDS. The use of humour and local idiom captured the audience's (i\!

attention and a questioning environment Was created by the question and answer session at
the end of the play. The second phase was a. series of drama lessons that involved the
students." T-he drama lessons had two purposes: firstly, to enable the students to devise-v.: ~
their own plays about AIDS to be performed for the community on Open Day and,
secondly, to expose students to a variety of expressive forms through which to explore the
issue of AIDS. The teachers were also trained in using drama methods as part ofth~
project. The experience with using the drama approach for the AIDS issue gave teachers
a working example of how to use drama methods in practice. This training of members of
the community means that drama can continue to be used for a variety of purposes
although participating teachers felt that they will need further in..service training in using a
drama approach, The third phase was an Open Day during which the perfo-rmance of the
plays devised by the students as well as various other activities such as singing, dancing,
speeches and students reading their own poems were used to convey information about
AIDS and to explore community attitudes to AIDS. Dalrymple, in discussing the
applicability of the project to other contexts, cautions that "the drama approach ... is not a
formula ... it is a process which demands flexibility and the ability to adjust to the
particular circumstances. II (Dalrymple, 1991: 7)

These examples of the use of theatre-for-development in Africa provide useful lessons
when trying to devise guidelines for the use of drama in adult learning in the rural areas of
South Africa. The last area that was considered for illumination was the work done by the
International Popular Theatre groups.

2.:1 International Popular Theatre

In August 1979 the first International Popular Theatre Workshop was held in rural Zambia
at a, place called Chalimbana, Adult educators, development workers and theatre workers
from Zambia, Tanzania, Botswana and Lesotho participated in the two-week workshop
organized by the International Theatre Institute in Zambia and Ross Kidd to learn about
the use of theatre as a communication process. The workshop was a practical t'learning-
by-doing" experience in planning, running and evaluating a theatre-for-development
programme in rural areas. Six groups of eleven or twelve people used Participatory
Research methods in order to identify the issues to be presented theatrically in a process
similar to the Freirian dialogue process. One of the outcomes of the workshop was the
consolidation of participatory research as a method for investigating and analysing issues
from communities. (Mwansa, 1991a: 4) This workshop was also part of'a new movement
of dialogue, exchange and workshops among popular theatre practitioners and users of so-
called "folk" media in the Third World.
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This new movement was also given a voice in 1979 at the World Conference on Agrarian
Reform and Rural Development (WCARRD). The participants reached the conclusion
that the majority of development efforts had failed to meet the needs of the rural poor,
mainly because poor people did not participate in the planning and implementation of
programmes. The message of the WCARRD was that development would only succeed
by involving the rural poor in the development process. It was realised that the poor and
oppressed remain poor and oppressed because they have no way of influencing the
-direetion in-which-their- societies-are moving. Atthe crux of the right-to-develop lies
participation. This new movement owed much to the philosophies of Paulo Freire.

Kidd also organised a further four International Popular Theatre Workshops: inBerlin in
1980; in Thunder Bay, Canada in 1981; in Bangladesh in 1983; and in Murewa, Zimbabwe
in 1983. The second workshop held in Berlin in 1980 focused on "The Use of Indigenous
Social Structures and Traditional Media in Non-Formal Education and Development",
This workshop was Itareflective one and involved presentation of quite detailed case
studies of a large number of countries" (Mwansa, 1991a: 4) The third workshop held in
Thunder Bay, Canada in 1981 saw the involvement of popular theatre workers from the
Caribbean as well as participants from Africa and Canada. Links between Caribbean and
Canadian popular theatre workers were strengthened and led to increased interaction, for
example. in 1982 the Sistren of Jamaica toured in Canada.

Sistren is a women's theatre collective which was established in Jamaica to "perform
drama about how women suffer and how men treat them bad" (French, 1982: 1)
Although Sistren is an urban-based group. a great deal of their most important work has
been conducted with rural women. One example is the work Sistren did in using drama to
motivate and organise a group of rural women living in an area called Sugartown to act
around their 0'li''''{ concerns. "Sistren's decision to operate in the area arose from an
interest in exploting the corditions of rural women and in particular female sugar workers,
sugar being the oldest and most important agro-industry on the island." (French, 1982: 2)
In their first session the women of Sistren used a scene from their play "Domestic", which
is, about rural-urban migration, k stimulate a discussjon and thus collect data about the
lives of the women of Sugartown. The'scene was oM~ously familiar to the women and
they started recounting their own life experiences enthusiastically because they said this
"was the first time they had been involved in anything that seemed to apply to them
specifically." (French, 1982: 4) The information gathered from the women was worked' on
with the women over a number of months to build a play about women's lives in the sugar
region. Through this process the Sugartown Women's Organisation was founded. A film
was made of the play and this generated further interest in the Organisation'swofle' By
this stage the group had grown in size from five to thirty.

Sistren then worked with the group to decide on a new issue that they could dramatise and
try to chang~t Of the issues raised, they decided to work on the water problem. The first
session ~\\,/lhe women doing an exercise which involved using their bodies to simulate a
machine; lire idea being to stress co-operation, "how different actions and motions (skills
and tasks) should be co-ordinated in order to produce a meaningful result" (French, 1982:
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6) At the end of the exercise one piece had to malfunction demonstrating that the whole
machine then collapsed. The women then developed skits that demonstrated the different
problems the lack of water was c&using in the comnu ..mity, In the ensuing discussion the
participants identified the information they needed before they could act and how best to
act to solve the problem. They decided to send a delegation to the local councillor who
was responsible for dealing with local problems .• The second session centred around role-
playing the delegation's meeting with the councillor in order to prepare the delegation fbr
all eventualities.' Then the real visit occurred and it was successful in-getting a water-truck
sent to the area twice a week. This positive response created a feeling of achievement in
the group and they were encouraged to launch into the next part of their plan: getting the
water pump fixed. This was eventually achieved. The whole process gave the women the
confidence to take over the control of their organisation-from Sistren. Initially there were
some hiccups and Sistren still had to step in to render assistance but gradually the women
"came to appreciate what elements were necessary for good organisation and programme
implementation. I! (French, 1982: 9) Through the use of drama a group of rural women
were empowered not only to take control of their own development on a single issue: the
solving of'the water problem, but also more generally to organise themselves to take
collective action against any problem or issue that adversely affected their lives.

The fourth International Popular Theatre Workshop was held in Bangladesh in February,
1983. The network of popular theatre workers was now yx~ended to included participants
from South East Asia . .The major outcome of the Bangladesh Workshop was the creation
of'the International Popular theatre Alliance (PETA) with its headquarters in the
Philippines. The largely Third World participants had a number of aims in forming PET A
and its regional committees. The committees aimed at promoting the linking of popular
theatre to people's organisations in order to support the struggles for liberation in the
various countries represented. They also aimed to support and promote the people's
cultural struggles and to strengthen popular theatre work 'at the. national level so that the
international solidarity work was anchored in clear national networks. They also wished
to "expose the imperialist framework operating in Third World countries" (Bekele, 1984:
68). Unfortunately PETA did not function properly as an international co-ordinating.body
because of the political turmoil that erupted in the Philippines.

The International Popular Theatre Alliance issued a number of recommendations as to the
role Popular Theatre should be playing .. One of these recommendations is very revealing
of the political position of this organisation: "Popular Theatre-workers should deepen their
analysis of the societal structure in which they operate. A clearer understanding of the
workings of our respective political economies can enrich. the cultural work that we do,
both in the education that is integral to popular theatre activities and in the plays that we
produce. We should never be involved in using theatre to reinforce the culture of silence;
rather we should be conscious of our contribution to the liberation struggle." (Bekele,
1984; 70) The basic tenet of the International Popular Theatre Alliance is that popular
theatre can either be used as a tool for liberation or co-opted by the ruling elite for their
own purposes. In order to avoid being co-opted or reactionary, popular theatre workers
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must work closely with popular organizations committed to the struggle against the social,
economic, political and cultural oppression of the people.

The fifth Workshop was held in MHl."eW~ Zimbabwe later in 1983 in August. "The
workshop was meant to learn it' ~~.t-Zimbabwe's cultural experiences' used during the
freedom war. II (Mwansa, 1991a: 7) It was predominantly an African workshop but it was
also the first workshop where reports were made about the state ofFophhlr theatre

.-. -internationally, Ross Kidd wrote a'diary oflUs experience'at'this workshop and tried'fo
develop a model for using theatre for development out of this experience, however he
came to the conclusion that it is not possible to set up a prescriptive model for such a _~>'~

context bound methodology. Another important lesson to be learned from. this WorkShop
was the use of people's own performance traditions, as Kidd (1984: 75) points out: "Mt~\ch
theatre-for ..development work in Africa has undervalued indigenous performance forms
and the indigenous organisation of cultural activity. II In Murewa the people from the local
community used dance and song extensively for a variety of rituals and purposes but they
did not use plays as such. The songs and dances were incorporated into the work which
helped' to build the participants' self-confidence because "they saw that they had relevant
skills and experience to contribute and that their ideas and thinking were crucial to the
process" (Kidd, 1984: 33) while adding in the use of theatre. This two-way
communication of knowledge and skills from the villagers and the theatre-far-development
workers helped to establish a genuine dialogue. The Zimbabwe Workshop thus had
important outcomes but in terms of encouraging the building of an International Alliance,
the trend at the Zimbabwe Workshop was for people to organise and work regionally
rather than to develop and network as an international movement. (Mwansa, 1991a: 8)

The sixth Workshop was held in Rehoboth, Namibia in 1991. Aboe Nayiluma from
Akanani attended the Workshop and it is written-up as a networking case study in the
Results section of this report. One of'the important contributions to the literature of ..
Popular Theatre to come out of this Workshop was the paper about the 80S Sahel
Community Environment Project Drama Unit's work in Tominian in Mali delivered by
Eressi Malboro (1991). The unique aspect ofSOS Sahel's work is that they use drama as
a data ...gathering method to hear the grievances and communications from the villagers.
SOS Sahel defines its principle objective as being: ))

//

To be in dialogue with the villagers through theatre .. examining problems·~s they
arise and evaluating development work in progress; to listen to the voice of the
villagers expressing and id~ntifying their own needs, and to use scenarios.and
dance sketches to develop a critical understanding of the problems facing both
villagers and project workers. (Malboro, 1991: 1)

SOS Sahel has tried to offer the community a means of expression through theatre-for ..
development. In trying to delve deeper into the meaning of a particular performance, they
use the forum theatre method developed by August Boal. Forum Theatre involves the
audience in replaying the action of a playas they feel it should have happened; either
because they feel it is a more accurate representation of reality or as a suggested solution
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to the problem. SOS Sahel operates on the assumption that theatre is a language that
enables a community to express and analyse itself>hut also facilitates a communal
addressing of any problems and participation in finding solutions.

Having considered the literature of'drama-in-education, the history of theatre-for-
development in Africa ancthe literature about the work being dona in the International
Popular Theatre movement> it is important to relate the lessons gleaned from these three
areas te the aims of adult education and, consequently to' attempt tO'deduce appropriate':" -
uses of drama in adult education in the South African rural context.

2.4 Using Drama in Adult Educatiolll

"Theories of learning through theatrs/and drama have generally not been tested in a way
that could be considered rigorous or scientific. This no doubt contributes to the
marginalisation in this"country (South Africa) of educational drama and theatre in formal
education." (Dalrymple, 1991: 4) Using drama in adult education in South Africa seems
to be "..~'' ropriate if one considers the trends in drama in education, theatre-for-
development and popular theatre and compares them with the trends in the: aims of adult
education.

Drama taps the life experience of the adult learner which would gain the approval of adult
educati~leorists like Stephen Brookfield and Malcolm Knowles. Drama is one of the
participatory experiential techniques Knowles (1984) advocates for andragogy as it utilises
the adults' experience and organises their learning around real life problems. However,
Knowles' focus is on education that promotes individual autonomy rather than on
education for social change so his use of drama as a methodology would 'hav~ia narrower,
more Western approach than the broader use of drama for community development used
in Africa. However, Knowles is concerned that adults should have more control over their
lives and he does urge the use of dialogue and a spirit of inquiry in learning situations
which are facilitated through the use of drama.

Brookfield (1985: 46) asserts that ItAdult education, .. is t;k:~'activity coti~emed to assist
adults in their quest for a sense of control in their own lives, withintheir interpersonal
relationships, and with regard to social forms and structures within which they live. " He
proposes that in adult education "all involved assist each other to identify the external
sources and internalized assumptions framing their conduct, and to be ready to assess
these critically." Brookfield sees the development of this kind of cti1;icaithinking as a
central feature of adult education. He defines critical thinking as: "Cal1ing'ltJ.to(w· ."In '
the assumptions underlying our customary, habitual ways of thinking and~dctii:l~" 'ill
being ready to think and act differently on the basis of this critical qJJestioniag. h \' " I

(Brookfield, 1987: 1) He determines that this "critical reflectivity" 'has occurred ~~~n' the
learners "realize that the belief systems, value frameworks and behavioral. prescriptions,
informing their conduct are culturally constructed, not divinely ordained." (Brookfield,
1985: 46 ~47) He sees the development of the learners' sense of personal power and self-
worth as vital prerequisites for an atmosphere conducive to the development of critical
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reflectivity. He identifies four components of critical thinking: identifying and chu1lenging
assumptions, developing an a,wareness that context (time, place and culture) influences
behaviour, imagining and eXplJl.ing alternatives, and becoming skeptical of claims of
universal truth. (Brookfield, 1987: 4 _ 5) u

Brookfield also maintains that adult education should: be collaborative. involve praxis.
prompt adults to consider alternative ways of thinking and behaving, an6.:;should.nurture
-adul~s who-see themselves as-proactive.: .Drama can be'used-as amethcdology to
i2Iomote all t~,~se'aims by stimulating and empowering people to become critical thinkers.
Drama coaldlielp develop a sense of individual empowerment and raise the person's self-
esteem as well as provide a'safe-environment for testing out ideas and challenging
previously uncriticised notions,

Drama as a means offacilitating.empowering adult learning and the aims of certain types
of adult education, for example a Freirian model, would appear to have many elements in
common. Both emphasise experiential learning, leamer-centr~~ learning experiences, ..
learning with a problem-solving focus and empowering the learners to take control of their
own learning. '.

An empowering educational methodology is one that starts}~th the concrete experiences! I

of the learner. The educator then facilitates the. learner's aBility to decode the experience,
critically reflect on the experience and helps the learner learn to analyse the social realities.
Whenlearners understand how gender, race, ethnicity, values and culture are given or
denied status or power by the society, then education begins to ~,edemystified and they
start to, take charge of their own learning i

"Arguably drama is the most dynamic and social of.cultural fdrms. W'bere there are
areas of conflict in world view, and tensions between the fori:es of dominance,
acceptance and revolt, theatre often serves to illuminate seltt'understanding and to
articulate precise needs and aspirations. If (Kaarsholm, 1990; 246)

Drama is an educational medium that may lead to greater understanding, conscientisation
or community involvement, through participation. It is an empowering agency that has
the potential to give people a new sense of control over their lives. Drama is a powerful
means of communication and of exposing the problems of a soci~ty. Drama is a means to
get people to think: about and understand their situation, to eonscientize them, and it is a
means of mirroring the problems which beset our societies. Drama can be used for
conscientisation and mobilisation, in other words, theatre can be used as a vehicle for
conveying ideas and also as a means Of encouraging co-operation and community
participation .. Drama can be used to expand people's awareness, to enable them to look at
their reality and to see below the surface of actions to their meaning. Dramatising a
possible solution to a 'problem "helps us to explore the feel of the experience and thus
decrease our anxiety a~ 'increase our control overit," (Heathcote cited in Wagner, 1980:
16) There is a safeguat\i built into drama as the "fictional component protects the
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participants from censure because they can claim that experience is acted-out rather than
real" (Dalrymple, 1991: 78). This allows sensitive issues to be explored.

The aim of elrama may be to expose a social problem, or to reinforce cognitive learning, or
to provide information and ideas in a stimulating way. Drama promotes listening and
observing, provides a safe way for participants to express what they think and fed;
stimulates the use of'the imagination and the development of creativity, as well as

- . - encourages participants to work together in a team. It helps participants totearrrabout
organisation and co-operaaon. It extends people emotionally and linguistically. Drama
also has the advantage that it involves the whole being: mind. emotions and the body; and
that for most participants it is enjoyable. It can be argued that drama is the ultimate
experiential learning technique. It is not only experiential but experimental as one can
"experiment" with life without the sometimes terrifying implications if the same exercise
'were .conducted in reality. It is a sort of reality without the pain where drama becomes a
"rehearsal for life" (Dalrymple: 1991). In this capacity drama offers an'appropriate outlet
for the release of'feelings and tensions. Sylvia Ashton Warner in her hook Teacher (cited
in Wagner, 1980) says "I see the mind ... as a volcano with two vents, destructiveness o.nd
creativeness. And I see that to the extent that we widen the creative channel we atroph{'
the destructive one," In the violent times that we live in in South Africa thi~is indeed a
strong motivation for: using drama in adult education.

2.5' Drama As A Methl)dology For Empowerment

Another motivation for using drama in adult education in South Africa is that all people of
South Africa need to be empowered to critique the status quo and their own social reali ....j
ifSouth Africa is to forge a new society. Empowerment is often concerned with helping
groups who are marginalized in the society to recognise their potential power and agency.
Adult education for empowerment in South Africa would, ideally, promote a sense of self-
worth that would motivate people to contribute to improving their society. Drama as a
methodology in adult education offers one means of facilitating that empowerment, which
is also referred to as conscientisation, perspective transformation, critical.ccnscicusness
and critical reflection.

In its simplest denrrtion, empowerment is enabling people to do something. Graeme
Bloch (1987) ;'1his address co a conference on "People's Education for Teachers"
describes empowerment as people moving towards a situation where they take control and
define their own alternatives. He also refers to it as giving people "a sense that they have
worth, that they have a contribution to make.'! Zacharakis-Jutz (1988) debates the.
meaning of empowerment as he feels the word is overused and comments tht while it is
the giving of power it is also, more accurately, the taking of power by those to whom it
was previously denied. He argues that empowerment fJoccurs when oppressed people
come together and initiate collective action" (1988: 46). Learners need to be equipped not
only to become aware of the 9PPt~\ssive situation and what it means, but they also need to
become aware of ways of takh'lg 9'~ntrol over it and changing it. Only if there is some
possibility of action has real empowerment occurred.
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In South Africa the i~ieaof I!~m.:'?owering"education. called "People's Education for
People's Power", was formally promulgated at the meeting convened by the Soweto
Paf~nts Crisis Commi~tee (SpeC) on 28 December 1985 at which the Nationa] Education
Crisis Committee (Nj~CC) was formed. This is not tp suggest that the idea had not
existed prior to this time as Alexander (1989) cautiona In one of the resolutions pfthat
meeting "People's ~~~cation for Peoples' Power" WJlS to be promoted SIS an educational
proc~ssthatwould "~lliminatecapitalist normsof competition, individualism -and stunted ' '~
intellectual development and (be) one that encourages collective input and active
participation by all, ajS well as stimulating critical thinklng and analysis," Learning was to
be a collectively determined process with the concerns and .situations of the learners as the
starting point with tlx~development of a critical and questioning attitude as an integral part
of this process. !

Mezirow (1991: 129) calts empowering education a perspective transformation which he
maintains "involves ~:ot only becoming critically aware of habits of perception, thought
and action but ofthdicultural assumptions governing, the rules, roles, conventions and
social expectationsc,~lhichl,dictate the waywe:see, trunk, feel-and act. Critical awareness
or critical consciousi1(ess is 'becoming aware of our a'9V;~enessl and cri~iquing it.". He sees
individual perspecti~~ transformation as the. starting point for possible social action
"Transfort1)ation~he(~ry ~ and adult educators - can promise only to help in the first step of
political change, emJ:ndpatory education that leads to personal transformation; and, to
share the beUl.'fthat vi~b_lestrategies for public change can evolve out of this. II (Mfl}zirvw,
1991: 210) ,-~,

Drama is a : ~oflearning that could help people "think their way through problems,
dilemmas a~, ' ..:s,.:es of social and, personal relevance" (Nixon, 198:'7:5) and thus become
empowered, ptama has often been advocated in education as a means of facilitating the
personal and. emo!ional d~'1eh;)p~ent of'the individual. However, that is not its only
strength. It affords peopie!ne opportunity to work together co-operatively. It develops
skills of compromise and negotiation. It Is a secure way to challenge ideas and explore
reality. It reveals a divergence of'view.: and creates a forum in which to raiseand attempt
to resolve conflicts. In tWs regard it has been used in trade union education and
development work around, the world and especially here in Africa. It is a useful hlode of
enquiry and means of exploring social problems and. experience as well as controversial
issues like sexism and racism. It encourages reflection and appraisal, It develops social
interaction, collaborative effort and negotiation through listening to others: articulating
and expressing one's own views and develops the ability to reach consensus on how to
proceed .. ,The use of drama as a social and empowering tool becomes a method whereby
problems can be explored, analysed and better understood. Drama "must concerp-itself
not ,uY,yvith the personal experience of the participants, but with the context which
frames and informs the experience. II (Nixon, 1987: 48)
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In order for a democratic process to evolve then the educator needs to help the learners to
articulate, identity, interpret and assess the significanee oftheit experiences .: Most
learners come to' the educational situation with the d(umnant ideologies Inculcated in their
value and belief systems, It is the educator's job to htelp them challenge the dominant
ideologies and to enable them to go beyond the present situation. The educators nh!:lv~to
become catalysts that unleash-the latent creative powers of their students. II. (Alexander, -,,~ -
1989: 11) As Bloch (J98'7) points out, we need to' start developing the educator as "a
resource for critical and creative thinking, as somebody who is able to co-ordinate and
facilitate. to bring together the inv()h .~ment and participation of students". This is a form
of teaching that empowers the learners.

Hwhile there can be no question about the primacy of the learners' experience and of the
issues that face them in ordinary life, the crucial dimension that we as teachers have to
guid~fifiem towards is the critical analysis O'f:hat experience." (Alexander, 1989: 12) This
means that without questioning the validity of that experience, the educator must facilitate
critical reflection on that experience. The resultant critical consciousness is a heighteiled
self and social awareness and art increased ability to examine issues Critically. 'Educators
need to design and structure learniug situations which will engage the learners in such
reflection and help' them to recognise the significance of that experience. In this process
the learners' deficits are underplayed while the power relationships in the society are
revealed. This critical consciousness is the flrst'step in emancipating a person.

Mezirow (1991: 210) describes the educator's role very nicely when he 'says:

The social action educator's role is limited to fostering critical awareness and
insight into the history and consequences of accepted social norms, cultural codes,
ideologies, and institutionalized practices that oppress learners; to helping learners
discover options for action and to anticipate the consequences of these options by
becoming familiar with previous efforts to bring about change; to building
sl)lidarity with others similarly oppressed; and to helping leam~rs develop the
confidence and the ability to work with others to take collective action, to interpret
n~ledb~ykon th,eir efforts) to deal with adversity, and to learn direct ..action tactics
fOlf dealing with the system.

Mj~zirow pal.<ltionsthat adult educators should "beware of placing learners in a vacuum by
maldng t~em aware of the need for collective source change without helping them acquire
the lnformation und skills needed to implement it." (Mezirow, 1991: 211) Wright (1980)
agrees with Mezirow that adult educators have a responsibility to arm learners against ':I

solely ctepl~nding on subiec~ive experieeces as the subject ala drama experience. lfthe
educator provide(t othee sources of information then it gives the learners more COlliJfol in
th~~sit-'latk'm as they are making more informed decisions. ,/



One of the issues in an empowering education relationship is the status of the "educator", ,;!

Freire himself addresses this and says that equality between educator and learners is
impossible but that the "necessary difference between the teacher and the students (cannot
be permitted) to become 'antagonistic' II (Shor& Freire, 1987: 93). Adult educators need
to help and assist learners to become critical thinkers by directing and designing learning
environments where that will be encouraged. Individuals develop within a social and
culturalcontext, so in order to empower people, adult educators need to help learners

- examine the power-relations intheirsociety and-the-way thaHheir actions influence that
society. In lVlarshall (1987) the point is made that the marginalised need to be persuaded
"that their ways of seeing and saying are valid, useful and worth communicating to others.
Unchaining the words of people who have been relegated to the margins. convinced of
their own incapacity and stupidity, is a task that involves deconstructing one sense of self
and building up another. II "

As has been seen.in the examples of the use of drama fromAfrica and elsewhere, the level
of participation is one of the keys to the successful use of drama in education. It is the
primary.responsibility of the educator to create a learning environment where participation
occurs and to facilitate progress towards collective action. A piece of theatre that is being
used as an alternative to another form of mass media may not make a lasting impact of
change behaviour if the needscfthe villagers have not been considered. A play that
merely provides information in It dramatic form without a follow-up strategy will attract
the attention of the villagers and entertain them but they will not necessarily be educated
except in a fairly superficial way . By WQrk~.lgwith people through theatre, collective
solutions can be found to community problems. The community is more likely to feel
committed to a solution if they have been involved in the identification, presentation and,
discussion of those problems.

2.7 Conclusion

One of the areas that needs to be addressed is the lack of teacher training available in using
drama as a teaching methodology. There are only nine universities that offer Drama
Studies as a,teaching methodology and eight Colleges of Education. Significantly it is
only offered at one "black" College of Education, namely the Giyani College of Education
in Gazankulu. This is part of the apartheid legacy that "bantu" education was essentially
for training artisans and consequently no attention was paid to any form of "arts"
education as drama is often perceived.

The SOuthern African Association for Drama and Youth Theatre, SAADYT (1993),
advocates the inclusion of drama in all teacher education programmes as a means of
improving the teachers' communication skills and increasing their repertoire of powerful
teaching tools. Ihey also motivate for its inclusion on the basis that it is ecenotnically
viable and flexible so it can be used in any classroom. SMDYl' is actively lobbying-in
this field and had developed two models for-the inclusion of dramainteacher training
courses. The first model proposes a compulsory course for all student t~aqhers in llDr~a
for Personal Development and Communication Skills". This course would use!)·'
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improvisation and role-play to develop a confident, creative and well-developed teacher
who can use drama as a medium of'instruction, (SAADYT, 1993: 21) Th~ second model
proposes a compulsory course for students majoring in drama and an optional course for
students majoring in other subjects in "Drama as a Teaching Method". This course would
introduce student teachers to the theory and practice of drama as a teaching method. ( I

The present lack or trained personnel who can use drama as a learning methodology is not
the only-problem in using drama. It is also very time-consuming and-there is the-danger
that drama can be seen simply es entertainment rather than as a teaming situation. The
role of the educator is vital in this case to ensure that critical reflection on the process
occurs. Gunner (1990: 200) states that drama "is a potent expressive vehicle in both the
urban and rural context in Southern Africa. It is an emp')wering agency which in both"
urban and rural contexts can give people a new sense ofGontrol over their own lives. " ..
Drama bas the potential to provoke critical thought, awareness and insight into the
problems faced by contemporary society. It is a collaborative learning process through
which we can explore our past, present and future experiences and try to make sense of
our world and the role we play in it. Drama is one of the key ways in which people can
gain an.understanding of themselves and others. It allows people to gain confidence in
themselves as decision-makers and problem-solvers and allows the exploration within a
safe environment not only of a range of emotions but also a whole spectrum of social
situations and moral dilemmas.

As Masikela (1990) describes: IIWe have to create the climate that will enable us to tap
into the treasures of all the diverse cultures of South Africa to create a fresh and "
innovative-culture of renewal. The chasms erected by apartheid practice must be brldg~d!;'
the isolation of communities from one another must be ended. The walls of deliberate "
ignorance must be broken down so that the fresh air of reconciliation can energise Us for
democratic reconstruction." Drama as a strategy in adult education for empowering
people .through the development of critical thinking could be the "fresh air" that South
African society needs to help it bridge the chasms that threaten to destroy this country.

Drama could be a useful unifying strategy in South Africa. South Africa is so fraught by
divisions iil every spherethat anything that will unity is important. The very process of
rehearsing a play becomes, for the group, a process of unification as well as the rehearsing
of broader political and cultural relations and conflicts. When knowledge is transformed
into action and experience it is more easily assimilated than when gained merely by reading
and hearing. The latter avenues are not open to all 'sectors of a community which causes
dissension. Drama can overcome this problem by being equally accessible to both the
literate and the illiterate, thus drama can break down. divisions and unity.

. '\ ",
Drama has many advantages in that it is cheap, mobile, simple to present b~qJ.u.$e'ifuses o \\
the skills <?fthe participants, as well as being inunedi{ltelyaccessibie to-many-people at one ,'j(
time, Yet another advantage is that this mass participation includes illiterate people.
Dsing drama in adult education is "Whete education begins and entertainment continues. It
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(Malamah- Thomas, 1988) Using drama in adult education in th~.rural areas. of South
Africa:c~eemsan appropriate way to.conscientise, unitY,mobilise and educate people.

This literature review has attempted to make links betwe-en the use of drama in the
educationofchildren, the use of theatre for development in Africa, the use of popular
theatre internationally, the aims of ~dutteducatipn especially where the goal is the
empowerment of the participants and the educational needs of people in rural areas, .It has
..tried to-directly address three of the research questions ·tha.t this report is concerned with,
namely:
What is the nature of drama as a.means of facilitating adult learning, especially in the
South African rural context?
How has theatre-for ..development been used in Africa for community development and
empowerment?
Why has theatre-for-development been used in Africa. for community development and
empowerment? ('
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ClIAPTER;3 .. RESEARCH DESIGN

3.1. Overview of the Ap~lroach

The strategy for condu6tin'g this research is discussed in this chapter. A table ou('lining the
research design is attached, as Appendix D. The research design considers the best way to
answer the research questiens outlined in the introduction and also includes literature
reviewsof-partlclpatory r~seareh;ca~ studies atid'pllfticipaiit observation.' The approach -
to answering each research question is examined in turn and then the literature reviews ef
the three research approaclies and methods are presented.

\i

Akanani is a rural development project situated in the far northern Transvaal that uses
drama as Its principle methddology. 'rhe study of the use of drama at Akanani is intended
to be an evaluation and doc,~mentation of both the project and the methodology for the
interest of both the adult edt:~cationconimunity more widely and the Akanani community
more specifically. The rese~rch has, resulted in the development of general guidelines for
the use of drama in ad.ult ed~\cation in rural areas and it is hoped that thes.e..wm make a
useful contribution to adult ¢~ucation practice. The research will be a means of (I

development for the Akananil project as they wish to evaluate their progress and critically
reflect on their activities. Thl~situation seemed to be ideallv suited to the use ofa
participatory research approa\?h by means of a case study conducted using overt
participant observation as on~\ef the techniques.

1\

The staff of Akanani's enthusi~~smfor both the method and this research made Akat,al'u a
particularly good site to condq\ct participatory research in order to develop case studies.
The researcher spent two peri~\ds of time in residence at Akanani compiling the case
studies. Participant cJbservatidk illuminative evaluation and semi ...structured taped
interviews with key.personnel itt Akanani, namely Mike Abrams, Themba Mavimbela,
Aboe Nayiluma, Man>Wegenft~nr.1Astrid Wicht, as well as observing unedited video
footage and re:~ding al! availabl{~documentation were used to gather information about
Akanani. The ~\~proacittQ ans~rering each of the research questions will now be discussed
and then the ~alip..bility of'using '\participatory research, case studies and participant \
observation for answering the re~ea£'ch questions outlined in the introduction will each be
considered in tum. . \

1\

What is the nature of drama all a means of facilitating adult learning, tspecinlly in
the South African rural contex\~?

\\
This question was answered in, thJ\re different ways. Itwas answered by means of an in-
depth Iiteran; ,~revir .. of docume~?ts, reports an~journals on drama in education, theatre-
for~develo.,rd~nt in Africa, the rnt¢fI1atjonal Popular Theatre movement, the aims of ad~lf
educatioa especiany that which has\)empowerment of participants as a focus and the .
educaticnal ne=ds of adults in the rural areas. It was also addressed by means of personal
observation and participant observation of workshops and seminers on this topic held in
South Africa. SAADYT (Southern ,African Association fur Drama and Youth Theatre)
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holds annual conferences at which workshops and seminars of a nature relevant to this
research are conducted. The researcher attended three such conferences, It was also
answered by conducting case studies of the use of drama at Akanani, a rural development
project operating in the rural areas of the far northern Transvaal. The findings from all
three sources were analysed and compared leading to an attempt at providing guidelines
for the use of drama as a means of faJilitating adult education in the rural areas of South
Africa.

How has theatre-for-develepment been used in Africa for community deveH~iU!rllent
ancJ empowerment?
Why bas theatll"e--foft~devetopment been used ini'\flrica for community development
and empo",erment?

'\

These two questions are inextricably linked and so the~lwere considered together. They
were answered using three sources of information. Thi$ use oftriangu!ation was to ensure
the validitY and reliability of the data collected as well as:to obtain a comprehensive view
of the phenomenon. A meta-analysis of all the case studies and other relevant literature
about the use of theatre-for-development in Africa was conducted in an attempt to derive
~'me guidelines for practice. The facilitators at Akanani were then interviewed using
semi-structured interviews to determine how and why they a~e using theatre-for-
development for community development and empowerment In Africa. A number of case
studies of the use of drama were then conducted of the use of'drama at a rural
development project in South Africa where theatre.for-developiilent is the principal
methodology employed, namely Akanani in the far northern Tra~~vaal.

\
\\

Participant observation, illuminat .'e evaluation, vigwing video footage, reading all the
relevant literature and semi-struc.ared interviews with the facilitato's of the project,
namely Mike Abrams, Themba Mavimbela, Aboe Nayiluma, Marc Wegerif and Astrid
Wicht were used to gather information about Akanani, '\

:~> \~
Illuminative evaluation was used to-gain insight'! into the ease studies, '\muminative
evaluation (Hamilton & Parlett, 1977) is the holistic study of a situation\ by means of open-
ended exploration followed by focused enquiries. In the search for useft,l information a
participatory research approach is suggested because it is collaborative aqd provides
valuable insights. Illuminative evaluation is particularly useful in a field/c~\se study because
it is situationally responsive, phenomenological, adaptable and naturalistic\ilS it is based on
th~ actual programme activity (Cole, 1987). The contextual research is incli\l9tive as the
issues are defined on the basis of empirical findings and the answers to the preliminary
questions form the next stage of the research. In inductive research the rese'l)rcher tries to
make sense of the situation without imposing pre-existing expectations on th~1'research
setting. For this reason semi- structured interviews were used. \~

, Il
I'.
II,

Cole (1987: 47) identifies five stages and three rules associated with an illuminative
evaluation. These result in the progressive focusing of the investigation. The five stages
are: setting up the evaluation; open-ended exploration; focused enquiries; interpretation
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and'reporting on the evaluation. The three basic rules of an illuminative evaluation are:
the problem defines the method- not vice versa; different techniques are combined to "
illuminate a problem, not just one research method ~ a process. rarefied to as triangulation;
and the evaluation progressively focuses on specific aspects of the context.

Semi-structured interviews were used with the facilitators of Akanani, This type of
.interview was appropriate because these people arein a particular situation and thus the

. - i!researchet·was able to construct an interview guide which-set out the-major-area-s-for .
inquiry. This type ofinterview focuses on the subjective experience of people exposed to
the situation under study in an effbrt to ascertain their definitions of the situation. The
questions asked are open-ended to allow flexibility and unanticipated responses. See
Appendix E for a copy of the guidelines used in conducting the interviews but the areas
outlined in Coombs' model for compiling a case study (See Appendix C) were also
covered in the interviews.

Apart from being the method suggested by illuminative evaluation, participant observation
has also been used successfully to evaluate the use of drama as a means of empowerment
in South Africa by von Kotze (1988) and by others in Africa, for example Malamah-
Thomas (1988). Participant observation allows a comprehensive, in..depth picture of the
situation being studied to be developed. The role of'this researcher was as a "patticipant ..
as-observe r~in which both researcher and subjects are aware of the fact that theirs is a
fieldwork relationship" (Ackroyd & Hughes, 1981; 107). Drama Is such an experiential
learning medium that participant observation where the researcher participates in and
observes the pro'aess simultaneously seemed to be a logical method of data collection.

( , .'
This use of a variety of research methods is known as triangulation, Triangulation, a term
coined by Denzin (1978), refers to the use of multiple methods of data collection in order
to increase the reliability of the observations By employing different methods of data
collection one in attempting to compensate for the limitations and shortcomings of the
individual methods. Triangulation is alscused to ensgre a depth of understanding;
"triangulartechniques in the social sciences attempt-to map out, or explain more fully, the
richness and complexity ofhuman pehaviour'by studying it from more than one
standpoint" (Cohen & Manioh, 1991: 208). Thus in an effortto reach a holistic view of
this research area, triangulation was used.

Is drama a successful methodology as it'is used at Akanani in the rural areas of the
far northern Transvaal?
Is drama. perceived to be an appropriate methodology for aduU education in .the
rural areas of SO!!JthAfrica.?

These questions were ~nswerelj by using the same methods as for the research questions
mentioned above. The case studies of the use of drama at Akanani }Vhicn are dg~~ed
under the second research question together with the researcher's i:iuminative eVfduatio~
and participant observation of that project provided the ...,._ii'ers to these questions. -.:
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lolA What guidelines can be deduced for the use of drama as a m~odology in
adult education in South Africa, especially in the rural areas?

The lessons learned from the literature review and from the case studies of the different
uses of drama at Akanani, namely The AIDS Drama, Drama in Literacy.Programmes,
Drama in the Winter Schools, Networking in the Drama Field and Drama in the
Organisational Workshop are presented as the results of'this r~~earch and an attempt has
then been made to provide some guidelines for the use oftfieafre-for-develQpmentand
drama as adult education methods in the rural areas of South Africa. Each of'the various
sources are commented on to' arrive at the guidelines which constitute an assessment of
the value and appropriaoy of drama as a means of facilitating adult education in the rural
areas of South Africa.

The main approaches used in this research viz. participatory research, case studies and
participant observation will now be considered in-depth.

3.2 A Review of Participatory Research

Participatory r~s(:;ar-;.,lis a form L.[ research for developme'z, This research approach
began to be used friAfrica, and other developing regions, in the 1970's as a research
process of"progressive social change for the betterment of the people" (Kassam &
Mustafa, 1982: 4) The need for what became known as participatory research. arose out
of the disjunction between traditional social research methods ..and. the needs and problems
of Third World societies: "the glaring contradiction between, on the one hand, the super
sophisticated, politically sterilised, technicist social research practice and the persistent
poverty snd entrenched underdevelopment on the other" (Kassam & Mustafa, 1982: 68)
At the time, humanistic concer. S for the development of Allic~!,for instance to encourage
increased food production and literacy; were being considered iII conjunction with the
need for liberation in the anti-imperialist struggles ...The social researcher thus became part
of a process that saw development and liberation as being its synonymous goals. The
climate for this kind of thinking was encouraged by the ideas about education and
development being published at the time by such influential figures as Paulo Freire and
Julius Nyerere.

Participatory research also developed as pact of a reaction, to the quantitative approach of
traditional social research. Participatory research was part of the qualitative approach
which developed to counter the quantitative approach which was accused of "reducing
human beings to scores on socio-economic indices to facilitate computer tabulation. The
qualitative approach was advanced in an attempt to study human beings multi ..
dimensionally." (Kassam &. Mustafa, 1982: 69) "The argument rests very much on the
contention thatsocial life is constructed in and through meanings which cannot be studied
in terms of deterministic laws, but must b~ understood interpretively: a process made
possibly only by some form of participation in. and experience of: that which is to be
understood. II (Ackroyd & Hughes, 1981: 104) Participatory research was' a reaction to
so-called "objective" social research which tried to study human beings as static objects
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acting accoromg to a set of rules with no dependence on context. Participatory research is
premised on the belief that the study of human beings CaMQt be value -neutral and in fact
participatory research His e~'plicitIy subjelJtive being dependant upon the individual
researcher's political views, sensitivity, knowledge ana insight." (Kassam &Mustafa,
1982; 74)

C..'

Participatory research bas its roots in adult-education and thus espouses the idea that
adults- partiCipate actively m theiJ;r:sittiati:6rfaila can decide what' they want to lean; and
how best to do so. Participatory research is a Ii researchand educational approach which
has a commitment to the learning process of those engaged in the research. It is also
committed to action-whichdemands involvement rather than detachment from those
concerned." (Walters, 1983: 171) Participatory research is collaborative !Ii1d provides
valuable insights that can be translated into action for both the researcher and the
researched. "The researcher is perceived as a commited social actor, who must seek to.
combine his critical insight and knowledge with the understanding and resources of the
local people to trigge'r new awareness of contradictions facing them." (Kassam &. Mustafa,
1982: 70) Participatory research is thus a process of'joint analysis though problem-
centred dialogues between the researcher and the researched which constitutes an
edacational process through which knowledge ls..created. Participatory research holds
that knowledge is the reult of'praxis.dt is "an emergent property of inquiry riot
predetermined by abstract and socially unengaged intellectualising. II (Ackroyd & Hughes, ~
1981: 122) The participatory researcher is trying to combine investigation, education and \1
action in a research for development process that involves the active participation of the
community in the entire process,

One of the aims of participatory research is to establish a more equal relationship between
all those involved in the research process, to try to destroy the division between mental
and manual labour. Participatory research "stipulates respect for the people's own "
capability and potential to produce knowledge and analyse it. Knowledge creation as
being: the monopoly ofprofessional researchers alone, as commohly practised by
conven~uonal researchers, is challenged" (Kassam & Mustafa, 1982: 71). Theidealj
acccrding to Walters (1983; 172), is a form of co-operative enquif'j between all involved
iff which:

1. all, together, identifY the problem
2. the educational value in the processes maximised
3. the control of the research lies with the people involved
4. awareness in people of their own abilities and resources is strengthened
5. those with specialised knowledge and skins, often from outside the situation, are
committed participants and learners in a process which leads to militancy rather
than detachment
6. critical and collective analysis that establishes and' maintains control in the hands
of the people and explicitly rejects manipulation is.advocated.
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Ellis (1990: 25) believes that both the researcher and t~esearched "should collect,
analyse; reflect on and use the data generated to ~')Ip thew);~nderstand their social reality
better and to act collectively to bring about desir~d change in their existing situations. <I

Education is a highly contested arena in South Africa witbmany groups of people. being
marginalised. The distinction between tleducated/! researchers and those being researched
needs to be eroded. Marginalised and undereducated auults need to be allowed to
. exercise control over-their situation and-to participate in the-decision-making 'tharwill
directly affect their lives. Participatory research is an important tool in this regard.

Nicholas Kuhanga, the Tanzanian Minister of National Education, had the following to say
when he opened the African Regional Workshop on Participatory Research:

In Tanzania we believe, and experience has shown, that response to the
implementation of programmes is greater when the people have+een involved at
an stages of planning, identification of the problem. finding possible solutions and
finally drawing up programmes aimed at solving the problem." (Kassam &
Mustafa, 1982: 8)

He also added a word of warning to academic researchers:

We cannot continue to engage in research activities as mere academic exercises.
The money our poor countries are investing in research, whether it be from local

1/ resources or grants from outside donors, must produce tangible results and benefit
the people involved b the activities directly. The act of publishing the outcome of
research aslearned articles in international journals, or as 40nference papers or
dissertations in order to show one's academic exeellence'should be of secondary
objective, even if this is also important. ... What we shquld aim at is to extend the
people's active participation in planning and decision-maklng to research activities,'
so that, consequently, through dialogue and discussionjand not through
questionnaires and interviews alone, research process ~~comes also an.educational
process for the people, raising their critical awareness and at the same time
mobilisrng human resources to solve problems. II (Kassam & Mustafa, 1982: 9 - 10)

Although participatory research has many admirable "democratic" qualities, it is time-
consuming. The researcher first needs to develop the research questions with the
researched. Then the research must be. conducted with the researched and the findings
returned to the subjects of the research. In other words, a complete loop needs to occur.
Furthermore, in order for this type of research process to work in practice both the
researcher and the researched need to benefit from the process. This will ensure their
committment. The situation at Akanani was very co-operative and open to having this
research conducted but that may not always be the case. The researcher may encounter
conflict and a lack of co-operation. This conflict needs to be overcome and some sort of
consensus agreed upon as to how the research will proceed. There also needs to be some
sort of consensus on the type of social change that is envisaged. Although all advocates of
participatory research envisage social change there are different versions of what that



entails and how one goes about achieving thai'. this is at the root of one of the major
debates in participatoD' res~rc:b with the historica\ rtt~teriaJists and the so-called idealists
each having their owntiIe-ory of social change and hi.~} own research. rnethedology,

The historibal snaterialists adopt an essentially Marxist perspective analysing·society on a
macro scale according to the mode, forces and relations of production. They criticise the
"idealists" for behud~ea1isti("; pragmatic, ad-hoc and eclectic in their approach (Kassam &
Mustafa, 1982: .3).~.j·fleaccusation of being idealist is levelled because--"[dealistsJ.li:lperate
at a micro-level allegedly without considering the class relationships in the wider society.
Historical. materialists helieve this means the oppressed are romanticised and that the ,
participatory research approach of the "idealists! can easily be hi-jacked by reactionary
interests because it has no speciflc-political agenda. This would appear to be a strength
rather than a weakness because-it 4lows the "idealists" to operate in a range of socio ..
political settings. Also the idealists, or pragmatists as they ate also called, ate more
concerned with dealing with specific situations and problems at a micro ..:weI.

The "idealists" eclectic and ad-hoc manner of employing various research n1ethodf~!>gies
is al~o condemned by the historical materialists as lacking in the necessacy theoretical
rigour, However the historical materialists are in turn 'critic1:sedtor t:)t~iMtoo theoretical,
too rigid and too abstract in their approach. The historical materialist aFpro~chlacks the
flexibility necessary to cope with specific and immediate problems. Italso inlposes a
specific view and pre-determined analysis on the reality of the oppressed when!
participatory research is supposed to be (according to the definition used by the historical
materialists): "research conducted by the democratic interaction of tll(~researcher and tb~
oppressed djasses of people and takes the form of'a dialectical unification of theory and"
practice re~iprocally between the researcher and the oppressed classes. II (Kassam &
Mustafa, t982: 4)

In summary then, participatory research is a response to a dissatisfaction with the ..status
quo, a desire to improve the social conditions of'the oppressed and a commitment to a
res~arCh and education process whi~l~volves the act~v~participation of local peopl~.
EllIS(1990: 32jnea. tly sums up the adva~~ges of part.ictpatory research when she writes
that it His not simply a matter of coUecting)and analyzing data or of learning new
knowledge and skills, it is the process.J5¥"which knowledge is generated and how skills are
acquired. " II .
"Both popular theatre and participatory research aim to understand problems from the
viewpoint of the community." (Kassam & Mustafa, 1982: 173) Both help towards
achieving the ideal of people's participation in development. Akanani has a people-centred
approach. to development and believes in including the community as much as possible in
development programmes with the aim of the community taking control of those
programmes. The use of participatory research was thus particularly appealing to both the
researcher and the staff at Akariani,
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3.3 A Review of Case Studies

A case, ;udy occurs when the phenomenon to be studied is observed ingreat detail. It is
an in-depth investigation of a given social unit that should result in a complete, well-
organised picture of'that unit. The researcher gathers pertinent data about the present
status. past experiences and situational factors that contribute to the indiv~dup!ity and
behaviour of the unit. After analyzing,this. data and considering the interrelationships

.. betweenthe various factors, the.reseatcher should constnrct.a.oomprehensive, integrated .
picture of the social unit as it functioiJ's in soclety, Ii

The purl;J~~of a case study is lito probe deeply and to analyse intensively the muitifarious
phenomeuithat constitute the life cycle"'ofthe unit with it view to establishing
generalisations about the wider population to which that unit belongs. II (Cohen &.Manion,
1991: 125)

Case study research methodology tends to emphasise th.e process rather than the product.
The process is one of exploration and discovery though a study which is descriptive, \',
analytical, particular and small-scale. "Close description both of practice and the social
context is an important part of the study, Such descriptions provide opportunities. for
mote of the complexity of educational experience to be grasped and articulated." (Simons,
cited in Atkinson & Delamont, 1985'; 28)

Case studies have beer; characterised as beingparticlilaristict descriptl've"heuristic,
fiolistic and inductive (Merriam, 1988) Aparticuiar phenomenon is described in detail so
that insights may be gained from the holistto view of that phenomenon and through
inductive reasoning new concepts and understanding may arise heuristically. Case studies
are an approjdate research method when the intention is "to gain an in-depth
ui~derstanding of the situation and its meaning for those involved. II (Merriam, 1988: xii) A
ease study allows an intensive study of a selected instance of the phenomenorrin which
one is interested. Case 'Studies are appropriate for researchers "working in relatively I

unformulated areas, where there is little experience to serve as a guide, (thpy find) the '
intensive study of selected examples to be a particularly fruitful method for stimulating
insight" (Sellitz, cited in Cole, 1987: 117). A case study is primarily an at(]mpt to
understand a particular situation. A case study may also pioneer new ground by
highlighting important variables, processes and interactions that warrant further
investigation.

The unstructured nature of case studies II allo- IS the researcher to adapt to unforeseen
events and change direction in pursuit of'meaning." (Merriam, 1988: 37) The opportunity
to use multiple methods of collecting data is another major strength of case study
research. This often entails the use of methodological triangulation where various
methods are used \.0 study the same phenomenon. This has two advantages in that biases
can be checked out and the strengths and weaknesses inherent in every data-gatherig
method can be compensated for by the use of various metaods, '

/i
II
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This use of a variety of research methods is known as triangulation. Triangulation, a teta.;
coined by Denzin (1918), refers to the use of multiple methods of data collection in order
to increase the reliability of the observations. By employing different methods of data
collection one is attempting to compensate tor the limitations and shortcomings of the
individual methods. Triangalation is also used to ensure a depth ofunderstanding:
"triangular techniques in the social sciences attempt to map out, or ~"plain mOi~)ful1~) the
richness and complexity of human behaviour by studying it from mo're than one
stancipoint".(Cohen- &,ManiQ,n,·W~l: 208} Thu& in ap effort to reaoh a-holistic view of·_· "
this reseasehsrea, l.'WG levels of triangulation were used: wIthin each case where various
data-collecting techniques were used to develop each case, and across the cases where the
guidelines were developed by comparing the cases to one another and to any related
theory, and by considering '2he trends that emerged from the five cases in the Results
section.

The various methods that Were used were interviews, participant observation watching
video fbotage and rea-ding all relevant documents. These-were conducted within a
participatory approach so a variety ofdiffer~nt inputs will also help gdard against the
researcher's bias. Interviews were used to _findout about those activities tha~ could ~~jotbe
observed, for Instancet!le interviewees' feelings about events, their opinions and ab,iput
events that have already occured. As Patton (1980: 196) comme-nts OWe cannot oTbserve
situations that preclude the presence of an observer. We cannot observe how people 'have
crganised'the'world and the meanings they attach to what goes on in the world - we have
to ask people questions about those things. The purpose of interviewing then, is to allow'
us to enter into the other person's perspective. II

The reason tor t~5ingparticipant observation will be dealt with in some detail tater on but
briefly it had two advanrages specific to this context. Firstly because participatory
research was the general approach; the researcher, who is an outsider, as a participant
observer noticed aspects offhe situation that the everyday participants had become so
used to that they did not even notice them anymore. Secondly participant observation
allowed firsthand experience of'the situation rather than the "hearsay" accounts gained
from interviews, This was important in checking out the validity and reliability of the
information gained from the interviews.

Merriam (1988) identifies fQ,ur types of case'studles in education: ethnographic, with a
focus on the cultural context; historical, with a focus on ~plE.time dimension;
psychs.logical, with a focus on thO'iiid!·.tid~el;,DJ1d S'odological~ with a focus on the social
context. In terms of the end product any of these types of case study can be p;rimarily
r'escriptive; interpredve or evaluative. Descriptlve.case studies are useful lIinpresenting
basic information about areas of education where little research has been conducted.
Innovative programs and practices are often the focus of descriptive case studies in
education. Such studies often form a data base for future comparison and theory
building I (Merriam, 1988: 27) Interpretative case studies are more annlyti~fll and linked
to theor, where an inductive form.of anaiysis is used to Interpret the situatiot) .. ,;Evaluative
case studies "involve description, explanation, and judgement." (Merriam, 19~9: 28)

\\
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There is a needfor a systematic building up. of knowledge in any new and developing field.'
Adult edupJition in South Africa is not sufficiently documented so case studies are
important/in this field. Adult education needs descriptive case studies t8 develop its pool
of knowledge in South Africa. A descriptive case study can also be used when a ~.'tuation
is unique and is a particularly useful way·to document educational innovadons. These are
further reasons why itwas appropriate to use- a lease. study to study Akanani as Akanani is

- the.only psoject.oftts.kind ir*..south·A:fr.i~atlwt ...us€,,,sthe inncwativemethodology of . - -
"theatre-for-development". Cash studies havt! another advantage in that they USea
"common language approach". "Using cofpmon language, as opposed to scientific or
educational jargon, allows the results of a'~.~udyco be.communicated more. easily to
nonresearchers." (Merriam, 1988: 31)

Some of the limitations of case studies. are that they are timesconsuming and the case
study report ip often very lengthy. However if the case stv,dy is part of a participatory
research ap~. bach then the process of gathering data is a learning exercise - the case study
report willjhen be the documentation of the process. .,

However, because of their narrow focus, case studies are said to be limited ih their
representativeness. There is an argument that no valid generalisations are possible from a
single case study until follow-up research using proper sampling methods has been
conducted. This is a positivist argument that judges. a qualitative research method using
quantitative criteria. Case studies are also criticised for being too subjective. The one side
of this accusation is that the case may not be typical but rather be a dramatic example of a
phenomenon or a good' example to I)rove the-researcher's theory. 'G,e other side to ~jW)
subjective accusation is that the researcher's-interpretation of the observed behaviour will
be subjective and biased. Subject~(veinterpretation is inevitable as the relative importance
of data, for example, is a subjectiv~ judgement. However, the researcher needs to be
aware of his/her own biases and ho\Wthese influence his/her interpretation. As Guba &
Lincoln (1982: 148) advise "the best cure.for biases.is to be aware of how they slant and
shape what we hear, how they interfacetwith our reproduction of the speaker's reality, and
how they transfigure truth into falsity." When gathering data and when analysing them a
real effort needs to hr made to recognise those data that may be misperceptions, clouded
judgements Or cven-,4eliberate misrepresentations in order to "prove" the researcher's
preconceived notions. The researcher also needs to guard against over-emphasising the
unusual and dramatic at the expense of the ordinary and perhaps more typic\),behaviour.
Stake (1985) criticises the case study method for losing perspective by stressill::2;detail
rather than the overall picture. His criticism can be summed up with a modification of a
well-known proverb: case study researchers cannot see the wood for the trees which they
wish to examine in minutiae.

The role of the researcher in case study research carries with it a great responsibility as he
or she is the "primary instrument for data collection and analysis. Data are mediated
through this human instrument ... rather than through some inanimate invf,\pto.ry,
questionnaire, or machine. II (Merriam, 1988: 19) The underlying philosophy of case study
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research assumes that "meaning ~~embedded in people's experiences. and mediated through
the investigator's own perceptions," (Merriam, 198~: 19), The researcher obviousty has
the responsibility to accurately reflect th~ situation and needs to be a skilled observer and
interviewer, Unfortunately these skills are often not taught and the researcher has to be
largelY self..reliant and learn to think on his/her feet.

Case studies are conducted by means of observation of which there are two main types:
participant ebservatien, Where the researcher is involved -in-the-activities that s/he-is
simultaneously observing, 3Qd non-participant observation, where the researcher is simply
a detached observer, Observation can either be overt;' where the subjects are aware of the
researcher'S tole, Or covert, where the researcher's true role is.concealed from the $ubjects.
The 'partlcipant ..as-observer' role is when both participating researcher and subjects are
aware that theirs is a fieldwork relationship.

The choice of observational role depends, at least partially, on the setting. If a case study
is to be qpnducted in a. natural setting then overt or covert participant observation would
be most appropriate. In an artificial setting a non ..participant observer would be more
readily acceptable. The methods used in gathering data by observation can be
quantitative, e.g, an observation checklist schedule, or qualitative, e.g. an ethnographic
account of a subject; structured, e.g, a structured questionnaire, or unstructured, e.g,
taking notes. As Akanani was studied in its normal functioning and the researcher had the
co-operation of the people at Akanani, covert participant observation appeared to be fqe
~~w~~ \

A case study appeared to be the most appropriate way to research this area for many
reasons. Firstly, much of the research that has already been conducted in the use of'drarna
in adult education in Africa has taken the form of case studies, for example, Bappa
(1981), Kidd and Byram (1982), Aruha (1984), Mal amah- Thomas (1987), von Kotze
(1988). Kamlongera (1989) and Mda (1990). Secondly, a case study allows an intensive
study of a selected instance of the phenomenon in which one is interested and in this area
of research there are very few examples of the phenomenon at all, Thirdly, researchers
"working in relatively unformulated areas, where there is little experience to serve as a
guide, have found the intensive study of selected examples to be a particularly fruitful
method for stimulating insight and suggesting hypotheses for research" (Sellitz cited in
Cole, 1987: 117), Fourthly. the purpose of a case study is seen as "to probe deeply and to
analyse intensively the multifarious phenomena that constitute the unit with a view to
establishing generalisations about the wider population to which that unit belongs" (Cohen
& Manion, 1991: 99). For the above-mentioned reasons a case study appeared to be
most suited to this research,

3.4 A Review of Participant Observation

Participant observation allows a comprehensive, tn...,deph picture of'the situation bein~,
studied to be developed. Cohen & Manion (1991. !:!S) cite four advantages to particil~ant
observation: II
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1. Observation studies ate superior to experiments and surveys when data are"
being collected.on non-verbal behaviour.
2., In the observation study) the investigator is able to discern ongoing behaviour as
it occurs and is able to make appropriate notes about its salient features.
3. Because case study observations take place over an extended period of time, the
researcher can develop a more intimate and informal relationship with those he is

- observing, 'generally a more natural environment than-those in which experiments- .
and surveys are conducted.
4. Case study observations are less reactive than other types of data-gathering
methods. For example, in laboratory ..based experiments and in surveys that
depend upon verbal responses to structured questions, bias can be introduced in
the very data that the researcher is attempting to study.

"The basic methodological arguments for observation, then, may be summarised as these:
observation (particularly participant observation) maximises the inquirer's ability to grasp
motives, beliefs, concerns, interests, unconscious behaviours, customs, and the like;
observation (particularly participant observation) allows the inquirer to see the world as
his subjects see it, to live in their time fiames, to capture the phenomenon in and on its
own terms, and to grasp the culture in its own natural, ongoing environment; observation
(particularly ~articipant observation) provides the inquirer with access to the emotional
reactions of the group introspectively - that is, in a real sense it permits the observer to use
himseljas a data source; and observation (particularly participant observation) allows the
observer to build on tacit knowledge, both his own and that of members of his group. '
(Guba & Lincoln, 1982: 193)

However, participant observation is often criticised as being: "subje{ltive, biased,
impressionable, idiosyncratic and lacking in the precise quantifiabie rrleasures that are the
hallmark of survey research and experimentation. II (Cohen &Manion, \]991: 129)
Another disadvantage of participant observation is that it is time-consuming. Participant
observation has been described as a IIprqcess of waiting to be impressed by recurrent ()
themes that reappear in various contexts;" (Cohen &Manion, 1991: 134) Unfortunately
there is no time frame for that waiting period, and another problem is that the researcher
may not even be there on the occasion that would provide the most insightlo Indeed, the
very presence of a participant observer may change the "usual" situation, adding a new
dimension to the group which may influence the behaviour of the group. A further
problem j,,> that the researcher may, conceivably, become so involved in the role of
participant that the original advantage, of bringing an "outside" perspective to the
situation, is lost. Participant observation can be an ambiguous role as the researcher tries
to achieve a balance between active participation and active observation without leaning
too far to either side.

Wolcott (cited in Cohen &Manion, 1991: 137) describes participant observation as "high-
risk/low-yield" research. He explains that it is "high-risk" "because unless the fieldwork is
eventually translated into a significant, readable (and read) monograph, the only possible
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gain is that made by the researcher in terms pfhis own research experience. The
participant observer approach is low yield because of the considerable investment of time
and personal effort that has to be made in order to obtain basic and often commonplace
data." The tlhigb?ns!<" is basically obviated if one uses participant observation as part of a
participatory research approach as, the researcher and the researched will be constantly
involved in interpreting the observed situation together. The process of'thereseerch then
becomes more important than the final result in the form of a case study report.

Naturally, those subscribing to a more positivist view of social science reject participant
observation. Some of the. criticisms are that "the method relies far too beavily on
unsystematic techniques of data collection, leaves too much to the,whims of a single
researcher, and fails even to approximate to the canons of object~ty and validity required
by an effective science, 11 (AI;kroyd & Hughes, 1981: 113) ..

The SUbjective nature of a case study using participant observation raises quesilions about
the validity and the reliability of the research: (.'?
~. Does it have internal validity? In the traditional sense, are the findings ofthis research
real, do they reveal what is really there?
- Does it have external validity? In the traditional sense, are the findings of this research
applicable to other situations, are they generalisable? (transferability)
- Does it have reltobility! In the traditional sense, are the findings ofth's research
replicable?

Does it have internal validity?

In a c,,~e:study using participant observation it must be remembered that what is being
observed is a reality as perceived by the researcher. When this type of research is being
conducted within the participatory research paradigm then the "realities" are the
perceptions of all the participants in the situation. It is very difficult to "scientifically"
determine the internal validity of people's perceptions of their reality, even though one is
trying to determine the nature of people's reality in this type of research. Perhaps then the
question of internal validity is inappropriate and what researchers should be doing is trying
to achieve a "truth value" for the participants. Lincoln & Guba (1985)(quoted.in Merriam,
1988: 168) argue that "judging the validity or truth ofa study rests upon the investigators
showing that he or she has represented those multiple constructions (of reality)
adequately, that is, that the reconstructions that have been arrived at via the inquiry are
credible to the constructors of the original multiple realities. II If one conducts participant
observation as part of participatory research then internal validity or "tr1:1tI111is assured in
this way because analysis and interpretation is done in consultation with the researched
anyway.

Merriam. (1988: 169) determined, through her own research experience and through an
overview of the qualitative research literature, that there are six basic strategiesthat a
participant observer can use to ensure interna! validity. These are:
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1.,,1~dan~lation • using multipl~ investigators, multiple sources of data, or multiple
"+.ethod~,io confirm the emerging findings.
?.Member checks - taking data and interpretations back to the people from whom
they were derived and asking them if the results are plausible.
3. Long-term observation at the research site-cor repeated observations of the same
phenomenon, \'
4. Peer examination - asking colleagues to comment on the findings as they

__ emerge.' .. ~.. _ -.. ,.. - - - _-
S. Participatory modes of research .. involving participants in all phases of research
irom concepraalising the study to writing up the findings.
6. Researcher'S biases - clarifying the researcher's assumptions, worldview, and
theoretical orientation at the outset of the study.

It should be obvious that the case study of Alf1-naniconductecl'by means of participant
observation as part of a participatory research process included all these strategies so the
internal validity of the study should be very high.

Does it have external validity?

In conducting an in-depth study of one case, the problem ofgel.1eralisabilifY arises. This is
a concern with the external validity of the' research - to what extent can the f~milngs.of one
study be.applied to other situations? .This.benchm.~rk would appear to be inappropriate
for a study '(.mose very aim is to understand the ~,,~ticular in depth rath.er than to discover
what is generally true. In order for any form of generalisation t{)f occur the researcher has
to provide a very detailed picture of the situation. Lincoln & Guba (l985,quoted in
Merriam, 1988: 177) stipulate that this "rich, thick description ( is necessary) so that
anyone else interested in transferability has a base of information appropriate to the
judgement".

Does it have reliability?

Reliability is based on the assumption that there is a single reality which if studied
repeatedly will yield the ~ame results. Merrian. C 988: 171) argues that achieving
reliability in the traditi: J sense is impossible and "fanciful" because" what is being
studied in education is assumed to be in flux, multifaceted, and highly contextual, because
information gathered is a function of who gives it and how skilled the researcher is at
getting it, and because the emergent design of a qualitative case study precludes a priori
controls". Merriam suggests that because reliability in the traditional sense is an
inappropriate aim the researcher should aim for "dependability" or "consistency". "That is,
rather t-pan demanding that outsiders get the same results, one wishes outsiders to concur
that, giV,ynthe data collected, the results make sense .. they are consistent and
dependable. II (Merriam, 1988: 172) Some of the techniques that ensure internal validity
also ensure dependability (reliability). So it is appropriate once again to use triangulation,
to acknowledge the researcher's biases and to report in great detail.

52



In response to the positivist arguments many researchers using participantobservation use
the argument of symbolic interaction viz.: "Sociol&,gical knowledge and understanding
cannot be acquired through methodological formulae but must be a result of being in the
world: knowledge is the result of praxis. Efforts to reduce methodology to a routine
enquiry by defining concepts precisely, rigorously, and, if possible, quantitatively, merely
serve to distort the social world in fundamental ways." (A.ckroyd & Hughes. 1981: 122)

In participant observation the researcher is the primary instrument; -tile primary means of
gaining understanding and producing knowledge is ~s a result of the researcher "being in
-the world" of the situation to be researched. If one accepte as a given the fact that this
type of instrument has inherent biases (and which instrument does not?) then one must
look to the many advantages of this instrument. When the research aim is an
understanding of the complexity of human interaction then lithe most sophisticated
instrumentation we possess is still the careful observer - the human being who can watch,
see, listen, question, probe, and finally analyze and organize his direct expei. ",ce." (Guba
& Lincoln, 1982: 213) Ellis (1990: 26) agrees that the researcher is an impG.tanf
instrument in the research process if "she uses her sensitivity, responsiveness and
adaptability to advantage".

Ethnography, the anthropological approach to the study of people based on descriptive
measures, uses participant observation. This data-gathering method allows research of
different CUhur.es,.".nd life-styleslb b:. condu~ted in the ,natural setting. Th.e etl.molOgl."_~al
approach by participant observ~~lOn IS especially effective for the study of groups whose
members are illiterate. At Akan~.ni many of the participants are illiterate which is one of
the reasons that theatre~for-devel~~ent is used as the principle methodology as it also
does not require the ability to read or write. Participant observation W/?" ;eful method
to employ here within the participatory approach as everyone could C(...i, -e-to the
creation of knowledge through this type of research process. This was , .• owering for all
participants and the illiterate were not excluded or mar ...inalised as they so often are in
research.

Apart from being the method suggested by illuminative evaluation, participant observation
has also been used successfully to evaluate the use of drama as a means cf'ernpowerment
in South Africa by von Kotze (1988) and by others in Africa, for example Malamah-
Thomas (1988), Participant observation allows a comprehensive, in..depth picture of the
situation being studied to be developed. The releof'this researcher was as a "participant-
as-observer' in which both researcher and subjects are aware of the fact that theirs is a
fieldwork relationship" (Ackroyd & Hughes, 1981: 107). Drama is such an experiential
learning medium that participant observation where the researcher participates in and
observes the process simultaneously seemed to be a logical method of data collection.

Another question directed at participant observation is whether it is ethical or not. Ethics
'are an important factor in the observation of human beings. Should we observe people
without their knowledge or consent? Consider one-way mirrors, hidden video cameras or
tape recorders being used by the covert participant observe. conducting research on you.
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Would\~ou reel violated? Weuld it make it acceptable tf, after befng the unwitting ~ubject
of covert research, the researcher sought your permission to use the data? Would you feel
you could trust again a participant who. turns out to have been a "spy", a ','traitor"?

o

However, if people are aware that they are being observed will they behave naturally and
normally? By extension, if research is only conducted on those Who give their consent
does that not contain an inherent bias? Can we obtain meaningtul, generali'sable data from

,--willing volunteers? .. The presence of an acknowledged participant observer may, without
the researcher's knowledge, produce some negative consequences or at least some
difference in the subj~cts' behaviour. The Hawthorne effect, wh~n people are aware that
they are being observed and react differently, lTIaycome into effect. S'11ouldwe conduct
covert observation to avoid this.'bias?

Issues of privacy and anonymity are often ethical problems of case study research but
because of the. co-operation and the public nature of the relationship between the
researcher and the researched in the case of Akanani none of these issues arose. Generally
speaking though ethical issues cf!,nbe dealt with by ensuring that onejreats the researched
with respect and honours. their w~yof life and right to privacy. ,., ,

Ellis (1990~ 23) points out that a researcher's approach to. research and choice of
methodology is as much "conditioned by her view of the world, her philosophical ana
ideological position, and by the socio-political context of which she is a part ... as it is by
the purpose of the research and ofthe particular problelp it is attemptlng to address." This
researcher's particalar stance together with the review of the relevant: research literature
combined to support tJle use of participatory researohznethods to construct case studies of
the use of drama at Akanani.

What guideUnes can be deduced fer the use of drama as a methodology in adult
education inSouth Aftica, especially in the rural areas? .'

-JJ

The case s~dieys are presented as the findings of this research and an attempt has then
been made h.;,!'providesome' guidelines for the use oftheatre-for-development, 'Each of'the
various sourc~~ has been commented on to arsive at the conclus" ,Swhich constitute an
assessment of the value and. appropriacy of drama as a means offacilitating auuIt
education in the rural areas of South Africa.
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CHAPTER 4 • RESULTS - CASE STUDIES OF'DRAMA AT AKANANI

Akanani, meaning lito build each other", is an association of integrated rural
development projects situated in the village of Shirley, near Elim, in the far northern
Transvaal. It is an independent, non-governmental organisation (NC'J'O) that is funded
by European donors and works in an area that includes the bantustans of Gazankulu,
Lebowa and Venda. It aims "to provide education and services that build self reliance
and democratic-organisationfor-the-economic;socia1-;,11n'l political development of - - --._- -,
people in the Northern and Eastern Transvaal. II (pg. 1 of Akanani Annual Report .1991
- 1992) Akanani considers development to be a political issue but they are operating in
a fairly conservative rural environment where the local community leaders tend to be
reactionary, Akanani also believes in people-centred development so they encourage
local communities to build themselves up and fight poverty,

Akanani's siting in a rural area is no accident. Many of the staff at Akanani are from
urban areas and they feel that in order to build an understanding of and a lasting
relationship with the rural community, it is necessary to live and work in the rural area.
The people living in the rural areas of the far northern Transvaal suffer from multiple
problems including unemployment, poverty and lack of water. According to the
Development Bank of Southern Africa's (DBSA) 1992 statistics, the northern
Transvaal, which is referred to as Region G, is the most impoverished region in South
Africa. Of the approximately 5 million inb=bitants only 760 000 are economically
active. The real Gross Geographical Product (GOP) is the lowest in the country at
R872 per annum, The next lowest GGP is R1826 for the Eastern Cape and the highest
is the urban PWV area with R5900 per annum. The land is over-crowded and in poor
condition, with severe erosion in many places. The large distances and lack of efficient
transport make travelling problematic. Communication is difficult as the normal
channels for communication like telephones and postal services are poor and scarce.
The technological difficulties of communicating are compounded by the three different
cultural groups that inhabit this region, each speaking a different language viz.' SePedij
ChiVenda or Shangaan/Xi'I'songa, There is also a hick of'resources such as buildings
and books. This lack of resources makes efforts to counter one of the largest
problems, namely the low levels of literacy, very difficult.

Staff at Akanani feel that in order to work with the local people it is necessary to
identify with their situation and to build up relationships with them, this is why they
feel it is essential for Akanani to be situated in the rural area itself. Akanani believes in
people-centred development and wants to help people to take control of their own
lives and thus raise their living standards. They wish to pursue this personal
development of people through programmes that can eventually be run by local people
but in order to do that they need to help people uncover their strengths and learn new
skills. It is felt that using drama is contributing to this type of adult learning for
development especially in building confidence which many interviewees identified as a
major barrier to learning in rural adults.

Akanani's development approach sees the need for working on three different levels
simultaneously viz.:
1. establishing development projects which meet people's real and immediate needs,



2.. using education and organisation to conscientiae and strengthen the participants in
projects so that they can also engage in working for. larger, more fundamental changes,
and
3, lobbying at a regional and national level for rural development issues,
Their motto sums up their approach: "Unless we organise we will be washed away just
like the soil and rocks are washed away,"

- Akanani is. organised into-three.programme sections- Twisisa Learning- Programme
(TLP), Technical Aid Service (TAS) and Enterprise Development, all supported by
the Administration, The personnel in TLP are Paul Moropane, the Programme Co-
ordinator; Andrew Kotane, the Resources Centre Co-ordinator; Mike Abrams, who
is involved with organisational development; Aboe Nayiluma who is mvolved with
popular education; and Nandi Ndalane whe is involved with literacy; The personnel in
TAS are Alphons Dube, who is the Programme Co-ordinator as well as the
Agricultural Worker; Astrid Wicht and Peter Dunckley, who are architects; and Vicky
Muvhale, who is the Building Facilitator. The only member of Enterprise
Development is the Programme Co-ordinator, Joseph Mashimbye because this
programme is under development, having changed from being a support programme
for co-operatives to a programme encouraging income-generating programmes. The
Administration includes the new Co-ordinator, Themba Mavimbela, and the outgoing
Co-ordinator, Marc Wegerif Dora Gija, the Assistant to the Management Team and
Council; Shumaui Luruli, the secretary; Freddy Muvhale, the Centre and Vehicle
Maintenance; Rosalina Khosa, the Centre Manager; Colin Mhiongo, the Bookkeeper;
and Nomsa Nzimande, the Administrator.

The Twisisa Learning Project (TLP) is Akanani's department of f,dult education and is
concerned with literacy, organisational development, and cultursl development projects
especially in awareness campaigns that use drama to make people aware of issues such
as AIDS and voter education. TLP offers literacy classes in Xi'I'songa/Shangaan and
chi'Venda, the two local languages, at two levels: Beginners and Advanced, as well as
in English, also at two levels. The methodology used in the literacy classes is based on
popular education and culture. Popular education uses a Fre .e-inspired dialectical
methodology to help the "popular classes" to develop a critical consciousness of their
own practical experience and to use this understanding as the basis for strategic action.
It is a collective process involving people in teaching each other and in learning by
doing, Popular education is participatory In that it demands the full involvement of
people in research, education and organisation, but it is also creative, using cultural
forms such as drama, drawing, music and story-telling, as educational tools.

The Technical Aid Service has two prongs, the building side and the agricultural side.
The building side helps voluntary and democratic groups in Gazankulu, Venda and
Lebowa to design and build community structures such as creches, markets and health
centres. The agricultural side helps groups such as the Tiyani Farmers, the Xikonbiso
Agricultural Project and the Pfunekani Farmers' Association with agricultural training.
In this agricultural training drama is often used to teach people how to prepare seed-
beds, how to transplant seedlings and how to market. their produce. The Enterprise
Development offers training in basic business skills such as book-keeping, project
management and marketing to six co-operatives and self-help projects in the region:
Hulisani Weavers, Khwathelani Knitting Project, Tiakeni Silk-screening Co-operative,
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};,ivoni Sisal and Candle making, Twananani Batik Textiles and Tiyiselani Fence-
making Project.

Akauani started in 1978 as ITSIDU (Intermediate Technology and Small Industries
Development Unit) run by a husband and wife team, Rob and Anne Collins. The local
priest in EUm had been supporting a women's group doing needlework but he was
leaving and q/e requested that Anne and Rob Collins, who had been doing silk-screen
printing in Jd~annesburg~ comeand start a silk-screen printing co-operative.with ..this
women's group ..,The group developed into the Tiakeni Silk-screening Co-operative.
In 1980 they secui'ed funds from Bread for the World, a German church organisation,
to support Tiakeni and to develop further co-operatives in the area. The next co-
'Operative was established in 1984 and that was Twananani Batik Textiles Co-operative
in Mbokhota. .The other areas of Akauani's work grew out of the co-operatives. In
trying to teach the people how to run a co-operative the high illiteracy rate of the local
population became a problem and so literacy and adult basic education (ABE) were
necessary, This ABE happened within the co-operatives and because of the emphasis
on economic viability it was a form of education around production. The Technical
Aid Service started when Twananani needed a building and when that was built the co-
operatives at Pfananani in Venda, the Hulisani Weavers and the Khwathelani Knitting
Project, requested one too. From there the requests for building services grew and
TAS was hom.

By 1990 there had been such expansion that the organisation's aims had been redefined
as being to provide educational services that build self-reliance and democratic
organisation for the economic, social and political development of the people of the
Northern and Eastern Transvaal. With all this expansion it became obvious that
ITSIDU was no longer an appropriate name for the organise ion and they decided to
change it to Akanani which means "to build each other" as they believed that they
stood for building each other through organisation ..

Akanani has recently moved in organisational structure from a collective based on
participatory democracy to a management structure. This is partly a response to a
greater number of staff, there are now eighteen full-time members and partly a
response to problems experienced in the collective. When th .....ollective first started,
after Rob and Anne Collins had left, there were five staff members. In the col'ective
the monthly staff meeting was the highest decision- making body but although
decisions were taken there, as the organisation grew, it was 110talways possible for
these to be implemented in practice and so smaller groups or individuals often had to
make their own decisions. Now Akanani is working on implementing a more
integrated planning approach for the whole organisation steered by a management
team. Each of the three sections now has regular meetings and a five person co-
ordinating committee with representatives from each section makes up the
management team which meets fortnightly to integrate plans and to decide whether
Akanani will take on new projects.

Akanani's isolated situation in a rural area means they have to work very hard to keep
in touch with what is going on at a national level because a lot of debate happens
around and between the urban areas. In an effort to counteract this rural isolation
Akanani is very involved with networking both with grassroots projects and with ~?ther
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organisations involved with development issues on a national or regional level, In the
area of literacy they communicate and share materials with the National Literacy Co-
operative (NLC) and the African Association of Literacy and Adult Education
(AALAE). The Business Enterprise Development i~involved with the regional Craft
Association, which is looking at marketing, as wen as with SACNET (Southern
African Co-operatives Network), which involves projects from Botswana, Zimbabwe
and South Africa sharing their experiences in co-operative development. Akanani as a
whole isinvolved in the Northern- 'Ir-ansvaalR-egiona~ Development Forum which .. - --- - -
consists of approximately forty different development groups concerned with more
progressive, people-centred development. They are also an active member of
FOSA.CO (Federation of South African Cultural Organisations).

Akanani has recently been researched by various groups as they are perceived to be
unusual in that they are situated in a rural area, are multi-disciplinary and have black
management. The existence of black people in management positions. has arisen as
part of a conscious decision at Akanani to empower historically oppressed groups such
as black people, rural people and women .: There are two forums at Akanani which
were created to discuss the imbalances that exist in society and how they can be
addressed, namely the Black Caucus Forum and the Women's Caucus Forum. Their
objective is to ensure that black staff and women staff at Akanani are confident enough
to participate in the decision-making process and that everyone'S voice is heard in the
organisation. They were created to balance the imbalances that existed in the
organisation and also to enable every staff member to develop. Themba Mavimbela
pointed out how unique Akanani's attention to empowering normally marginalised
groups is when he said "I think we are one of the few organisations in South Africa
that has been able to address these issues. " They are also unusual in that, although
Akanani is a development organisation, they use drama as a dominant methodology.
This is unique because everywhere else development and drama are functions of
separate and different organisations,

They use drama to such an extent at Akanani because they believe that more traditional
teaching methods like lecturing are ineffectual with people who ate functionally
illiterate. Marc Wegerif the outgoing co-ordinator of Akanani, sums up a number of
the reasons why drama is used at Akanani in the following COI11n1l;lnt:

The crucial thing to me is confidence in education. I believe that all people
have the potential to develop and what stops that development is the blocks
that get in the way and a lot of that is lack of "onfidence. If'we can develop
people's confidence then that is a starting point where people actually start
,learning. In our methods of teaching we have to find some way to build
people's confidence because unless a person is confident they are not going to
engage with the process of'learning; they are not going to struggle or grapple
with the issues, they're not going to try and find solutions thernsi ~iVes- they're
not going to learn basically. Through engaging people in drama,' games,
exercises, and small group discussions where they are given space to speak and
be heard, that's aUpart of building confidence which ls crucial. I think another
reason we use drama is that it's enjoyable and that certain individuals at
Akanani are particularly interested in it - they come from a drama background
so they want to continue, so it's a mixture of practical and objective
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organisational reasons and individualistic reasons, (Interview with Marc
Wegerif)

The staff at Akanani believe that drama and theatre-for-development are particularly
suited to facilitating a~plt education in rural areas for a number of reasons. The first
reason is because it is a~inexpensive methodology to implement. This is a compelling
reason when trying to t remote education in these under-resourced areas. Mike
Abrams outlines the second reason: "irrtherural areas the community cultural
practices, where the community gets together and does culttil'.!l1things, are still
widespread and there's a cohesion that there sometimes isn't in the urban areas. It
(Interview with MIke Abrams) To use a cultural form with which the community is
familiar ane{comfortable as a vehicle for learning makes sound educational sense. The
third reason, accordin-, to Aboe Nayiluma, is that "in rural areas people have the time
to sit and discuss together". The time factor is often the argument given against uslng
drama in the urban areas because it can be a lengthy process but in the rural areas life
happens at a much slower pace and people seem to. enjoy spending time creating plays
and discussing the issues raised. Generally the opinion of the Akanani staff members is
that the rural community is more receptiVe to the use of drama than to other
methodologies. Mike Abrams ( '~p7essesthis quite concretely when he comments.
about comparing urban ar{l, rural people: I find (rural) people are freer. It's so much
easier with games, you don't even have to warm people up or anything. You jus~ say
let's take a character and make a role play and people get into that quite easily. U .~,. \

(Interview with Mike Abrams) '\\

The staff at Akansni use the terms drama and theatre-for-develop-cent interchangeably
to describe their use of drama in development work They consider drama to include
dance, song, poetry and story-telling as well as plays. They see theatre-for-
development as & component of popular educatir= but extend the definition of
theatre ..for-development to include any dramatic event that is empowering and helps
people to look at their lives, They are concerned to facilitate: leal ners beconU'fig·
empowered and taking control of their own learning. They use cultural action for
transformation such as theatre- for-development because it is enjoyable, starts where
people are and is participatory, They see theatre-for-development as an organising
tool that can facilitate leadership skills and consider the use of drama to be a starting
pohStOf the process that will facilitate the development of people Mike Abrams
comments:

We're doing theatre where we try to use it to educate people and to build
confidence, to. empower people, to address is;IU(:S, to get people to think about
issues and to have the confidence to stand up in front of an audience and do
whatever they're going to do. (Interview with Mike Abrams)

The use of drama at Akanani developed from a play about the difficulty of writing
exams after being released from detention based on the real experience of'Nomsa
Nzimande, which Nornsa, Mike Abrams and Themba Mavimbela enacted. MiL,:-and.
Aboe are pioneers in the use of theatre-for ..development and they believe that its
development and use at Akanani is largely a result of their personalities and the way
they interact. Traditionally there has been a divide between development organisations
and theatre-for-developrnent grpUpS but Akanani is trying to bridge that. The:;' elieve



that drama and theatre can be used in development work for education, which they
define as being about raising consciousness; for training, which they define as teaching
hard skills; and fd'r organisational development,

Five case studies of the use of drama. at Akanani have been conducted. These consider
the AIDS Education Play, Drama in Literacy Programmes, Drama in the Winter
Schools, Networking in the Drama Field and Drama in the Organisational Workshop.
-The case study of-the networking that- Akanani.engages in-in the drama. field is not a
case of drama in action but illustrates how Akanani's use of drama has been influenced
by attending conferences and sharing ideas with other people both locally and
internationally. Each case study will be documented in tum.

4.1 The AID~ Education Play

One of'the areas where drama is used is in educating around AIDS. Tf~1991 Akanani
saw AIDS as an issue and approached the newly formed Elim Hospital' Aids
Committee to explore setting up a joint AIDS project. rt was decided.that drama
would be used as the method with Akanani providing that expertise and that the
hospital group would provide a trained support worker, training for counsellors and
condoms. It was also d~cided that the NPPHCN (National Programme of Primary
Health Care Network) wbuld initiate a workshop to set this in motion. Unfortunately
this did not happen as the NPPHCN insisted on the trainers having a matriculation
certificate. Akanani felt this was untenable and wanted to develop various interested
parties regardless of their educational qualifications. As a result, Akanani was left to
develop the play alone, with the NPf'HCN funding one set of performances.

Akanani started to advertise for people to audition for a play about a health issue by
putting up handbills around the area. Although initially there was a response, when
people realised the "health issue" of the advertisements was AIDS, they dropped out to
avoid the stigma they believed would result. This is indicative of the attitude towards
AIDS in the area and highlights the need for education about AIDS. The only
respondent was Aboe Nayiluma who went on to become a full-time employee <'f
Akanani. Eventually Akanani decided to use Aboe Nayiluma and their own TLP staff
to develop a play about AIDS which was and is performed around the Northern and
Eastern Transvaal. The TLP staff acted in the play for approximately eight months in
order to get the project going but gradually more and more other people, especially
from the literacy groups, were drawn in and replaced the TLP staff. This involvement
of other people was the result of'increased tolerance for AIDS issues which the play ..
had promoted. Now the AIDS Drama Group is a Primary Health Care Project in its
own right funded by Christian Aid, using drama as a method to educate around
Primary Health Care issues.

The AIDS play has no clear end as audience responses shape the procedure of the play.
It starts off like a "soap opera" of SOlisin which the use of condoms as a means of
preventing AIDS is advocated. Then the audience is valved in a part about the
different myths surrounding how one contracts AIDS. This is done by one actor who
"has AII)S' attempting to shake hands with the audie .. .e and trying to share a cup with
them. From the response of the audience it is clear that people with AIDS tend to be
ostracised in these communities and part of the mission of the play is to educate people
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as to how AIDS can'be contracted and to conscientise people into accepting people
with AIDS in their communities. The outcome of the play d.ffers according to the
issues raised by the audience. \\

I'll one case viewed, part of the' audience suggested that people with. AIDS be removed
from the community and sent off to live somewhere else with other people with AIDS.
lrhe actors then used Boal's Forum Theatre method and called on members of the
-audience to play the government coming to tell a person with AIDS (one of-the actors)
that he must move. The role of the actor in such cases is to counter every irrational
argument raised with logical responses, information and education about the true
nature of AIDS. For example, in this case, the logical response was that if someone
had tuberculosis the community would not be treating them in this way, the
information was that there are 300 new cases Qf HIV infection (the virus that leads
to AIDS) every day in South Africa so putting them ill a separate community is not
logistically viable and the education was that one cannot contract AIDS through
normal social contact.

The use of drama in the AIDS play had a number of different purposes. At the
simplest level the AIDS Education play had the basic function of providing a vehicle
through which information about AIDS could be disseminated. However, the use of
drama allowed the education to go further than simply delivering a message. .The use
of drama also facilitated education and conscientisation around a sensitive subject that
has many taboos, The involvement of the audience as "spect-actors'' through the use
of the Forum Theatre method. allowed people's prejudices and misinformed ideas about
AIDS to be challenged. Another education method would not have allowed this
interaction and challenging people's misperceptions may have been seen as a threat and
thus resisted. The use of drama allowed people to confront their own fears about
AIDS and conscientise them by letting them play out their solution thus revealing the
untenable consequences of putting their misinformed ideas into action. It is hoped that
two outcomes of the play will be an attitude change in dealing with people with AIDS
and a behaviour change in acting to prevent the further spread of AIDS.. The attitude
change is seen to the extent that people are no longer afraid to participate in the AIDS
drama and that the stigma of AIDS Is reduced. The behaviour change is not as easy to
see although the number of condoms being requested has increased and people talk of
practising safe sex and having monogamous relationships.

The AIDS play also exposed another function of drama, that it can be used as a data ...
gathering method. Through engaging the audience in Forum Theatre where they have
to act out the suggestions they have fur the possible outcomes of the play, the AIDS
play unearths prejudice and community perceptions about AJJ:)_S This facilitates the
gathering of data about rural attitudes to AIDS. Drama is a p'articularly good data-
gathering method for finding out about attitudes, an area that is notoriously difficult to
research, because with drama people act out what they really feel, rather than what
they think the researcher might like to hear.

4.2 Drama in Literacy Programmes

Anotherarea where drama is used at Akanani is in the literacy programmes. There are
eighteen literacy groups under the auspices of Akanani. Each group must have not less
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than ten members and not more than forty. There are 32 tutors because each group
offers four courses viz. Xi'I'songa/Shangaan (these terms are used interchangeably for
the same language) beginners and advanced; and English beginners and advanced, and
not every tutor is able to teach all four. There are twa men tutors and the other thirty
are women. The groups are identified by the community and the tutors are chosen
from within the group. The tutors receive a week long training course at Akanani and
are then monitored by the Akanani staff The tutors are trained in the use of popular

--.education methods- which include drama.

Akanani has run workshops for the literacy tutors in the use of drama and popular
education. These workshops have two goals. Firstly, to show how to US~ drama in
literacy for education not just entertainment, in other words so that learners are active
not passive, and secondly, to improve the drama skills of the tutors in areas like getting
a sense of space, voice projection, body language and using theatre in the round. The
popular education is based on the principle that for education to bring about social
change it has to have a problem-solving focus and it needs to be creative. Some of the
methods used in the literacy classes are based on using newspaper articles and building
conversations from individual words.

Iobserved tl'l': use. of drama as a means of introducing a new literacy course. The
group, consisting of approximately twenty women between the ages of3L and 50,
were given marimbas, xylophones and drums and encouraged to make music and to
sing. The music spontaneously led to dancing with many women rLl,.rlningto fetch their
shivhulanis (the bustle used in traditional dancing). The researcher and the tutors were
also supplied with shivhulanis and taught the rudiments of the dances. In the music-
making and the dancing the women were actively involved in doing sorhething that
they all know and are good at, which they could "teach" to the tutors. This was an
important learning process as it demonstrated that these women had extensive
knowledge and expertise that the supposedly "educated" tutors lacked. After a while
the "drama" was stopped and the women divided into groups. Each group was given
newsprint and a pen and they had to draw pictures of what had been happening. The
drama bad created a collective experience on which there could be collective reflection.
Then each groups' pictures were tacked up on a hut door and as a 'Vi/holegroup they
tried to write the Tsonga names of the things they had drawn. With the help of the
facilitators, the English names were also written for words like drum, dance and music.
For photographic documentation of this process, see Appendix B. "

A very important part of the use of drama in the literacy programmes is the work done
by the literacy group at the Elim Market. EUm is the nearest town tit) Akanani and it
has a thriving market association of one hundred hawkers who sell vegetables and
fruit. Since winning the right to occupy and own the site of the market four years ago,
making it one of the first worker-owned markets in South Africa, th~\\women have
been organising the constructlon of a permanent market building. THe market win
invlude stalls, a han, a taxi rank, a cafe, a storeroom and a classroom-where the literacy
group can meet. Approximately 20 women form the EIHm Market literacy group.
They have done a number of plays which started in 19B9 When they did an oral history
project as part of their literacy group's activities. The play developed: \out of the
interviews Nomsa Nzimande from Akanani conducted to reconstruct the history of'the
Elim Market.
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The play about the history of the development of the BUmmarket starts in the 1970's
and documents the wont en's struggle to withstand the harassment by the Transvaal
Provincial Administration (TPA) who. insisted the women must have a licence to trade;
at a time when no licences were issued to black women. The women were arrested on
a number of occasions and the ensuing court scenes appear in the play. These scenes
include the legendary, but true, tate of the market woman who pretended to be insane
to get 'out of being fined. Thl;:play-proceeds to a scene-in which a-meeting is held to .... - - -
discuss the building ofa market. The Gazanknlu government was prepared to build
the market but there were insufficient funds so the market women each contributed to
the building fund. They raised R9000 -nd the government contributed the remaining
R20000. The architect brought the plans but it took six months before construction
started and the play relates the market women's feelings at this time; that they had been
cheated, The whole play lasts 30 minutes with each scene being separated from the
next by a song. One of the often repeated songs has the refrain: "We are not fighting
anyone, we are fighting poverty. H The play was devised by the women themselves and
the songs and dances were also the women's creations.

The play was first performed atthe 1989 Intemational Literacy Day celebration. held in
Johannesburg by the National Literacy Co-operation. Mike Abrams comments about
other performances ofthe play:

It was performed a lot after that at the Market so that the local people c("uld
learn the history of that place and also at thebi-annual Hluvukani literacy
festiyds. Then people started getting tired of the play and said the market
women must get other plays because they were corning back three or four
times with the same play. So they did that, they made other plays. (Interview
wi:.h Mike Abrams)

Once a week the Elim Market literacy group WOUld meet and discuss different topics
that were raised either by the group or by the tutor. The group would act out the
situations discussed and then jointly reflect on the situations and hbw they could be
addressed. One of the plays that emerged from this process was a play about the
labour ward at the Elim Hospital and the problems the market women have with the
nurses. The nurses are of a higher social Class than the market women and when the
'market women give birth at the Elim Hospital they are treated very badly by the
nurses. This situation was enacted and it was suggested that they show the play to the
nurses, however, that suggestion met with a lot of resistance. They elected a
delegation to go and request a meeting wifotthe nurses but the delegation did not have
the confidence at that stage to go and confront the nurses. Aboe Nayiluma comments
on this situation as follows:

I dent think taking that play to the nurses Wa'S the main aim but the aim was to
sit down and reflect on that 'type of situation. It might have been a tactic to
take the play to the nurses but the: fact that the issue has come Qllt and been
dealt with meant it has raised consciousness and built people's understanding
about what is actually happenlng, so people get aware " it's like opening
people's eyes, (Interview with Aboe Nayiluma)
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Mike Abrams offered anti *er view of the value of the use of drama with the EUm
Market Hv.eracy group:

I would say that what we were doing at that phase was huHdi~g the leadership
of the market and Ithink people have taken a lot of leadership through the
literacy and the cultural afternoons and plays. So when I think of development
I think of it building leadership. I think we must be careful not to try and

.. romanticise-something- .. the market women find it difficulttogc, and-confront - - --
those nurses because there's a class difference and you can't wish it away easily.
So if people can realise and see where the limits are and build that
consciousness then that's the sense oftnat play. The other thing about that play
is that lots and lots and lots ofpeople watched us because we had it in this little
room in the market ami everybody would crowd around as they moved through
the market. I think it helped to popularise.the whole idea of drama. (Interview
with Mike Abrams)

From these examples it can be seen that drama is used in the Aka)tlani literacy groups
for a number of different purposes. Drama is used as an energising and ice-breaking
technique, this is how it was used to introduce a new literacy class ir.J6 a community.
Drama is also used as a vehicle for conveying information and giving people a voice.
In this case the women ofthe Elim Market told their history through the medium of
drama and thus their story was heard. The Elim Hospital labour ward play used drama
as a means of exploring a difficult issue and helping the group to analyse a problem
that they faced in their lives. That play raised a consciousness about class differences
and the role they play in oppression of one group by another. The whole process of
drama has increased the confidence of the participants to speak out and make
themselves heard, a real development for one of the most marginallsed groups in the
rural society: illiterate women.

4.3 Drama in the 'Winter Schools

For the last two years Akanani has run a Winter School for a week in Julyat which
10Gai standard ten students are given extra tuition in their school subjects as well as
provided with lunch-time programmes dealing with important extra-curricular issues.
In 1992 tile local branch of the ANC Women's League was given three one-hour lunch
time sessions to present any issues they felt were relevant to the students. They
decided to perform three plays 011 different forms of sexual harassment of women. The
three plays covered the issues of gang rape, men teachers taking advantage (Ifwomen
students and the abuse of women within the family. The three plays were watched
over three days and then small group discussions were facilitated around the following
questions:
- What did you see in the dramas?
- What did you think/feel about what you saw in the dramas?
- What are the trends? (Why do these things \happen?)
The small groups then joined together in a plenary session in which many of the issues
raised by the dramas were discussed. This was a use of drama to raise controversial!
and difficult issues and thus stimulate discussions around important topics that are
often ignored.
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In 1993 the literacy tutors were given the task of presenting the lunch-time programme
for the week. Various activities were planned.but the one that was observed was two
tutors doing a 30~minute session on the difference between a capitalist and a socialist
economy. As this was lunch-time many students sat around eating their lunch in the
classroom. The tutors started offby calling for a song which people then sang. This
was followed by a prayer and the tucors introducing themselves. The tutors then gave
the students a brie~'outline of capitalism vs, socialism. They then called for volunteers

- to enact situations-)p/nere a capitalist economy was in force and- one where a; socialist -
economy was in fol\ce. The six volunteers then left the room and consulted with the
tutors. ~~ntheir retl~rnthey performed their amusing role-plays and then a short
discussion on the pro's and con's of each system was facilitated. These role-plays were
'<concreteenactments of two theoretical perspectives and thus difficult concepts were
translated into more (easilyunderstandable scenarios.
\\

All important part of the school syllabus programme of the Winter School that uses
drama is theadaptation of the students' prescribed Shakespeare play that is performed.
In 1992 a drama group 0'£ 5 trainee teachers from the nearby Lemana College of
Education, calling themselves "Things Do Happen", undertook to present "Romeo and
Juliet". The settingfer these productions AS very typical of Shakespearean times. In
Shakespeare's day the audience would be playing c,:rds and eating when the play
started. There would be no curtain to indicate that the play had. started and as it took
place in an open-air theatre it was daylight, so dimming the lights also did not indicate
the start ofthe play. Shakespeare wrote his plays for this kind of context which is why
Jan his plays start off with some kind of "attention-grabbing" speech or incident.
"Things Do Happen" had similar circumstances to contend with. There was no stage
or lighting system, the performances took place at lunch-time so people were eating
and talking and it Wa'S the cast's first job to get the audience's attention. This they did
bv corning on singing a freedom song with a difference - substituting Shakespeare's
chara.cters and incidents from the play for the South African politicians and events.

The production of "Romeo and Juliet" was such a success that they undertook to
perform "Julius Caesar" in 1993. The play was presented in modem English which the
actors scripted themselves and was contextualised in a South African setting. "Julius
Caesar" h,very pertinent to modern South Africa as it is also concerned with political
power, ambition and assassination. Through their adaptation, "Things Do Happen"
were trying to highlight two areas for debate: Should we as ordinary citizens question
our political leaders? and, Is it wise to use violence to achieve political ends? A
stop/start technique was used with a narrator asking questions of the audience before a
scene started as to what they thought was going to happen or stopping the action and
clarifying with the audience what had just occurred. As wen as this questioning, the
actors used song and dance and a great deal of audience participation throughout to
get the audience involved. The audience of standard ten students was used in the play
both collectively and individually. For example, in "Romeo and Juliet" the whole
audience was issued with masks and participated in the masked ball scene and in
"Julius Caesar" some of the actors sat in the audience and involved them in the crowd
scenes. In both plays volunteers were requested from the audience to play minor roles
and those who did not oblige were "helped" to volunteer by the narrator. After a
murder was committed in the play the action was stopped and a "judge" character
entered who questioned each character as to what had happened and then asked the
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audience to suggest what course of action should betaken against the person who had
committed the murder. At the end of the play each acmr came on as their character
and answered any questions from the audience as to motivation etc. the level of
participation from the students was remarkable and a greater understanding of the
issues that Shakespeare explores was developed. It was also useful as a learning
experience for the trainee teachers who learned to use a very dynamic way of teaching
a setwork,

Drama is mainly used in the lunch-time programmes of the Winter Schools as a vehicle
for conveying information and as a means of explormg difficult issues. In the
adaptations of Shakespeare's plays, drama is used to mal-e the literature setworks more
relevant and to involve the students in thinking about and discussing the pertinent
social issues raised by the plays. It is also, obviously, a way to help students
understand the plays they have to study for their matriculation examinations. In this
case there was an off-shoot in that the use of drama became a real and practical
teaching experience for the trainee teachers of Lemana College of Education who were
involved. The positive response from the students has encouraged those student
teachers to use drama more widely in their classroom practice despite not learning
about drama as a methodology at college.

4.4 Networking in the Drama Field

Akanani's physical location in a remote rural area has made the need to network
crucial. Networking in the drama field is an attempt to limit Akanani's isolation and to
exchange ideas both nationally and internationally so that the use of drama at Akanani
can develop, Staff members from Akanani have attended international conferences on
the use of popular theatre, organised conferences locally and been involved with
exchange programmes, all in an effort to learn about the use of drama in order to
improve their own practice and to share their experiences with others.

4.4.1 International Popular Theatre Workshop in Namibia

From 1 - 14 August 1991 Aboe Nayiluma from Akanani attended the International
Popular Theatre Workshop held in Rehoboth, Namibia. The workshop was organised
by tine International Council for Adult Education (ICAE) and the African Association
of'Literscy and Adult Education (AALAE). A report on the proceedings was written
up by Dickson Mwansa, the workshop facilitator, and Aboe Nayiluma also wrote a
report on ~<iS experiences at the workshop. These documents', together with an
interview with Aboe Nayiluma, form the basin for this case.

This was the sixth major International Popular Theatre Workshop and was attended by
87 people from fourteen countries. The first International Popular Theatre Workshop
was the Chalimbana Workshop in Zambia in 1979, followed by the Berlin Workshop in
1980, the Thunder Bay Workshop in Canada in 1981, the Bangladesh Workshop in
1983 and the Murewa Workshop in Zimbabwe in 1983 (See Literature Review). The
1991 Rehoboth Workshop' s general purpose was to take stock of developments in the
use of Popular Theatre since 1983 and to develop Namibian, Southern African and
International Popular Theatre networks. (Mwansa, 1991b: 1)
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The Rehoboth Workshop had six objectives:
1. To train artists and community workers in participatory research and artistic skills
2. To review the work of popular theatre internationally
3. To support Namibian cultural workers in launching a national popular theatre
organisation
4. To promote the creation of'further regional and international networks.
5. To strengthen the link between Namibian adult educators and adult educators
within.the region and.from outside. -- - - . - - .. - ....
6. To hold a two-day cultural festival of representative groups within the Southern
African region. (Mwansa, 1991b: 2)

The workshop was divided into three stages. The first stage consisted of presentations
from representatives of various countries and regions on the state of culture and
Popular Theatre in their area. Presentations were heard over two days from
representatives from Australia, Europe, Canada, the Caribbean, Mali, Namibia, the
Philippines, South Africa, Swaziland, the United States of America, Zambia and
Zimbabwe. The second stage lasted for six claysand consisted of developing Popular
Theatre which adaressed community issues and problems with the community in
Rehoboth. The third stage involved setting up networks, which took place over tout(
days.

The workshop was opened by the Namibian Deputy Minister of Education who said in
his address that "popular theatre can contribute to national development through its
ability to arm people with participatory research at a profound and humanistic and
intimate level". The Minister added that he considered popular theatre to be a medium
for nation building and educational development particularly in countries like Namibia
with high levels of illiteracy. He contended that the government could not wait until
every adult had learnt how to read and write before community and national
development could take place. He also commented that one of the major advantages
of popular theatre was that it includes all persons from all-sectors of the community
regardless of educational qualifications. (Mwansa, 1991b: 5)

The first stage of the w....rkshop consisted of presentations on the practice of Popular
Theatre in twelve different countries and regions. According to the presentations, in
Europe Popular Theatre is used for conscientising people about their rights but it is
fighting a popularity battle with modem media such as radio and television. In Canada
Popular Theatre is being used to address various social issues especially in the forrri of
travelling theatre companies who tour Canada making presentations about issues like
race relations. In the Caribbean networking among theatre and cultural workers is
important because of the number of islands in the region. In the Philippines theatre (;ias
been used extensively for social action especially because Popular Theatre has been
part of the school curriculum since 1965. The Popular Theatre movement is anti-
Marcos and much of the recent work has been to search for I~national Phillipian
identity emerging from the approximately 7000 disparate islands in the region and to
empower people who have been disempowered by the Marcos regime. In Zambia the
Zambian National Theatre Association (ZANTA) with the slogan "Take theatre to the
people, then people will come to the theatre" has been active since 1974. The biggest
problem they are facing is how to encourage pride in the traditional African forms of
theatre especially among the youth who aspire to Westertl cultural expression.
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Z.WT A is working towards achieving a balance between foreign [1' j local culture.
The South African presentation Was conducted by three people viz. Aboe Nayiluma
from Akanani, Shameelah Francis from Action Workshop in Cape Town and Bobby
Rodwell from the Performing Arts Workers' Equity (PAWE). Each one presented 011
the work being done ~ntheir different regions. Aboe Nayiluma reported on the
northern Transvaal and rural areas more broadly, Shameelah Francis reported on the
Cape Town environ'>and Bobby Rodwell presented on the PWV area (Nayiluma,
1991: 1 - 7) Three broad categories 'Of popular theatre emerged from the ~
presentations: popular theatre as an art with a focus on entertainment, popular theatre
as a mission of exploring social, political and economic contradictions, and popular
theatre as an educationalprocess, (Mwansa, 1991b: 6)

For the second stage of the workshop, which entailed developing Popular Theatre with
the community in Rehoboth, participants were initially briefed about the community
they were going to be working with by a person who had grown up in Rehoboth. The
participants were then divided into eight groups according to interest areas i.e, a group
for people interested in using dance, another for those interested In using puppetry etc.
Each group had eight to ten members; two of whom were the group's facilitators who
harl experience in the use of popular the, re in multi-cultural contexts. The groups
were to go out into different sections of the local community and conduct research on
the nature of the problems experienced by the local people. The process that was.
outlined was that they should start offby introducing themselves and their intentions to
the community by way of letters given to schoolchildren to take to their parents. The
groups were then to go into the community and attempt to identify the important.
issues for.the community by conducting participatory research with the community.
The group's would then return and try to analyse the essential issues from the
Information gathered. They W0u1dthen go back into the community and help and
encourage those communitiesjo act out some of those problerns through drama,
puppetry and songs, The next step WaSto be the performance of these presentations in
the local language, Afrikaans. The final two steps were discussions about what had
been seen by the community and what the community should do about what had been
seen. (Nayiluma, 1991: 8)

The initial attempts-to conduct participatory research were rnet with fear and mistrust
from the community because the letters that the organisers had said they would send
out had not been sent. The groups Were left on their own to devise strategies for
introducing themselves which caused apprehension on their part too. (Nayiluma, 1991:
16) However, gradually, as the sight and intentions of the groups became more
familiar, people were willing to participate. The main issues that were distilled from
the' research were: alcoholism. unemployment, gangsterism and a generation gap.
Each of the eight groups chose an area to focus on with the people in the section
where they had conducted their research. Aboe Nayilurna was in group 6 which
decided that in order to produce a play students should be recruited to perform the
play which would not only present some of the identified problems but would also
make SOme suggestions about possible solutions. The students and some volunteer
adult members of the community workshopped and performed the play. The
performance was advertised by posters and going around the area singing. (Nayiluma,
1991. 9 .. 11) The performance was presented within the section ofthe community
where it was devised. Initially the intention of the workshop co-ordinators was that all
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the groups would come together and perform but the group facilitators decided against
that. .In fact, not every group produced a product; some grO\Jpspreferred-to invest
their time in the research process and in sharing artistic skills. (Mwansa, 1991b: 11) In
the sections where a performance was given, when the local community saw that the
role-plays were about their problems then they got involved in discussions about how
to address those issues. When the workshop finished, the Namibian participants were
left to continue addressing all the issues that had been raised.

The third stage of the workshop, the esta~ilishiI1gof networks, entailed three network
groups viz. the Namibian, SI.I Itbhn African and International groups, meeting and
discussing developing and strengthening ~~tworks. The discussions were then
presented in a plenary session. The Nawibian group consisted of the 48 Namibian
workshop participants and they resolved to further the work begun in Rehoboth and to
establish the Namibian Association for Community Theatre. The International network
group issued the following statement of purpose: "Due to the inactivity of the
International Popular Theatre Alliance created in 1983, a steering committee has arisen
from the Rehoboth workshop to revive the work of an international popular theatre
organisation, to examine past mistakes, build on previous experiences and strengthen
new links to meet the needs of international popular j\:ieatr~organisations today."
(Mwansa, 1991b: 17) '/

The Southern African Network group consisted of people from Botswana, South
Africa, Swaziland, Zambia and Zimbabwe. It proposed that a steering: committee
should convene and raise funds for a regional workshop. The Southern African group
would operate from Zimbabwe and under the umbrella of AALAE. The South
Africans felt that the internal networking in South Africa was the poorest in the region
and that needed to be addressed. The ICAE and AALAE acknowledged that they had
not been organising in South Africa because of the cultural boycott This raised the
idea ofa Popular Theatre Workshop being held in South Africa wnich would try to
establish a network. The conference organised in Venda in March 1993 Was
envisioned as the starting point for that network.

In the evaluation of the workshop participants felt that it had been successful in
bringing together a large number of people from both Namibia and the outside world
and that they had benefited from the experience of sharing knowledge and skills. The
Namibian participants expressed the opinion that the workshop had been an eye-
opening experience which set them well on the road to a democratic way of
communicating and of initiating social change. The international participants saw the
workshop as an important step in the broadening of linkages across cultures. (Mwansa,
1991b: 14) Some of the criticisms were of the organising of the workshop as some of
the logistics were not properly thought through and some were of the outcomes of the
workshop. Although participants acknowledged the success of the workshop, they felt
that one of the workshop's objectives had not been met. This was that the training of
artists and community workers in participatory research and artistic skills was not
properly achieved.

The workshop participants then travelled to Windhoek for a two-day Cultural Festival.
The Festival consisted of performances brought by workshop participants from
Canada. Namibia, South Africa, Zambia and Zimbabwe. The Festival and workshop
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concluded with a plenary session to discuss future plans and 1.0 make recommendations
out of this experience. One of the recommendations was that all ICAE Regional
affiliates should include representatives of recognised popular theatre organisations.
This action was intended to draw popular theatre groups into the adult education
movement and hopefully to imbue them both with the spirit and philosophy of adult
education. (Mwansa, 1991b: 18)

._-This workshop' was useful to Akanani in that it helped them-become familiar witlr the
uses of popular theatre around the world. It also gave Aboe Nayiluma the opportunity
to practise using theatre-for-development techniques in the field, skills which he
brought back and used at Akanani. Aboe Nayiluma also made valuable contacts both
regionally and-internationally who will help to keep Akanani abreast of the latest
developments in th~ifield'as well as putting Akanani on the internstiona' popular
theatre map. . <, ,

4.4.2 The Venda Conference

On March 12 and 13, 1993, a two-day conference on the use of drama and theatre in
education and development in South Africa was held in Venda. This conference was
jointly organised by Akanani, Handspring Puppets, The Market Laboratory, the
Performing Arts Workers' Equity (PAWE) and the Soyikwa Institute of African
Theatre. Community theatre groups, development agencies and non-governmental
organisations (NGOs) were invited to come together to encourage the use of theatre
for education and development. It was a Transvaal-based conference but participants ..
were invited from the Cape, Natal and the Orange Free State to come and develop and
communicate their skilt.es the organisers did not want to bring in "experts" but rather
to use the expertise of the group. The entire workshop was video-taped, a
documentation sponsored by RIVOS Small Projects fund which supports one-off
workshops. The unedited footage together with interviews with key participants
provided the infonnatibn for this case study.

One of the opening sessions was a discussion led by Patrick Mofoteng on the
difference between Popular Theatre, Community Theatre and Theatre-for-
Development. In discussing a document written by Mike van Graan, Mofoteng
referred to three types of Popular Theatre;
L a play on a national issue that is created, for instance, in Soweto and then taken
elsewhere;
2. a play that is created by going to a specific place and asking the people there
questions and then working with the issues raised to make a play; and
3. a play that local people are stimulated to perform about their own lives and for their
own community.
The purpose of Popular Theatre was seen as theatre for development and lioeration in
that communities would use drama as a tool to liberate themselves. '

He then suggested that Community Theatre should reflect the issues that face people
daily and that it should be dope by the community for the community. It was seen as
being very different from Commercial Theatre in that Community Theatre is free and
:h!.r$can reach people on a wide scale. A long debate ensued about what constitutes a
community and the only consensus that could be reached was that it did not include
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"outsiders". Opinions ranged from those that felt a community was a local,
geographically defined concept to those that believe a community is a wider concept
that does not have to be local but can be any group that has a common interest or
identity, That common identity could be in terms of place but cotiid also be in terms of
language or circumstance, for example the fact that the whole group was in prison
together. "

Thedifferencebetween drama-tn-edueatssn'(d-i-e). and thearresfn-edncation (t-i-e) Wag ._.- -
briefly discussed with the general view being that d-i-e is process oriented and t-i-e is
product oriented. D-i-e would be the kind of drama process used in a classroom or
community setting which breaks the transmission method of education. T-i-e would be
the performance of a production in order to educate around an issue, for example,
AIDS plays and plays about Voter Education. A special consideration in t-i-e in South
Africa is that the language needs to be appropriate to the audience if the educational
message is to be conveyed as effectively as possible. The discussion then moved to
Theatre-for-Development which was suggested to be a step beyond Popular Theatre
and Community theatre in that it is more progressive. This definition did not meet with
the approval of all participants. This debate around terminology dominated the
conference and was revisited on several other occasions.

A series of Skills Workshops Was then held. Participants chose which of four groups
they would join: Drama, Story-telling, Dance or Puppetry, Each group prepared a
presentation for the rest of the conference participants on.the basis of what they
learned in the workshop.

A paper on the Process for Creating Community Theatre by Ngugi wa Mirii and
Kemane Ditaba was then presented. Three approaches to creating Community Theatre
were discussed. These were similar to the three types of Popular Theatre identified by
Mike van Graan in the opening session. The methods were:
1) Through travelling theatres or visiting outside groups; this is when people at a
centre work 011 what they perceive to be a community problem, develop a play which
they rehearse and then takearound to various places.
2 ) Through an outside team workers approach; this is when people from outside come
into a community and do research in the community about the problems being
experienced there. After gathering the data they then return to their place of origin and
develop a play which they rehearse and bring back to the village.
3) Through a community development approach; this is when people in a community
identify their own problems and want to produce a play to express their problems but
because they do not think they have the skills to create their own play, they call in
drama experts to help them. The outsiders then work as facilitators to create a play
which is performed to the rest ofthe community. The play then facilitates a
community discussion on the issue that was raised and the sort of action that could be
taken.

The discussion once again turned to the question of terminology and this time the tern.
"Theatre for Social Development" (TSD) was added to the nomenclatures. With TS])
the idea is to use drama and integrate theatre into development processes so that the
problems in development can be addressed and understood and ultimately changed.
TSD also uses theatre and drama to build awareness of'the need for a certain type of
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development before it is implemented, in other words it is used to make communities
more receptive to change. The people who developed TSD wanted people t? b~ able
to identify their own problems and not to be.reliant on outside resources whether in the
form of people or money. Through TSD it was hoped to bring people to a state of
critical consciousness. The developers ofTSD wanted to exploit people's theatre
forms and bring them back to the people. They wanted to empower the community to
be part of the decision about what gets brought into their community and not just to be
- at-the merey of donors. Proponents ofTSD see theatre- as a "Socialfornrthat brings
people together in the creation and consumption of the play and provides a forum for
the exchange of ideas. They want to use theatre to facilitate education and
development.

The Venda Conference had two important outcomes for Akanani, Firstly, the staff of
Akanani were able to participate in the topical debates in the drama field especially
those around terminology. The staff of Akanani had felt they were not part of those
debates previously but still expressed the concern that the people from the urban areas
were too busy talking to do much while:the people in the rural areas, such as tr';)se at
Akanani, were too busy doing to get involved in debQtes about what to name what
they were doing. The second 1s-i:1portantoutcome WlZtS that it brought cultural workers
and theatre practitioners and educators from the llrban areas to the rural periphery and
consequently awareness of the situation in rural areas was heightened.

4.4.3 International Popular Theatre Workshop in Australia

In April 1993 an International Popular Theatre Exchange took place in Sydney,
Australia. The aim of this gathering was to faciliiaze exchanges between groups
whose focus of work is with developing communities using theatre as a tool to address
social justice issues and community problem solving. Akallani tried to arise funds for
Mike Abrams and Aboe Nayiluma to attend this exchange but Wereunsuccessful.
USAID offered to help if a group went so a group of fourteen people was organised,
however, USAID then said they could only send five people. The original exchange
was to be to Mali, the Philippines and then to Australia butUSAID would not sponsor
anyone going to the Philippines and then said they would only sponsor one person.
The group elected Mike Abrams as that person but sponsorship was not forthcoming
because he is "white". Itwas then decided to send a black woman and Kentse Makgae
from Lebogomo (":f?,ackto Roots") in Lebowa was sent. Her report on that workshop
was not available at the time of writing this report.

4.4.4 Festival of Theatre of the Oppressed in Brazil

In July 1993 three literacy tutors from Akanani went to the Festival of Theatre of the
Oppressed in Rio de Janeiro, Brazil for three weeks. This Festival was jointly
organised by the Institute for Theatre uftbe Oppressed, The National Bank of Brazil
and the City Council of Rio de Janeirc, Theatre of the Oppressed is the kind of drama
originated and advocated by Augusto Boal whose work is documented in the literature
review. Forty countries sent representatives to the Festival. Norah Khomane, Thomas
Manyisi and Merriam Nkwinika Were chosen by the other literacy tutors as their
representczives at the Festival. The literacy tutors use Popular Education methods,
which include some of the methods developed by Boal (1992), in their work. The
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chosen representatives' role was to ten other countries about tife in the rural areas of
South Africa and to get exposure to the use of Augusto Boal's methods like Statues
Invisible Theatre and Forum Theatre, and bring that knowledge back. The telling of
the story about life in South Africa's rural areas would include comments on Hteracy,
voter education, AIDS and the struggle to live in rural areas. This story would be told
in the form of a: drama that they presented.

"None of-the three tutors had ever been-out of South Africa.before and had-certainiy
never flown in an airplane. A briefing session was held before they left to try to
familiarise them with Brazil as a country and with all the procedures they would
encounter in going to another country, travelling in an airplane and booking into a
hotel, The purpose of the trip for the tutors was as a form of training and staff'
development and thev are expected to run a workshop at Akanani upon their return in
order to share their, experiences, At the time of writing this report, that workshop had
not yet happened.

4.4.5 Urban/Rural Cultural Exchange

The urban-rural cultural exchange started in. 1993 as a form of networking sponsored
by the Foundation for Creative Arts, The idea is that pecple with community theatre
skills fN1man urban area come to Akanani and share their skills and then take hack to
their ur&an community their experiences of the rural situation. In August 1993 two
visitors carne' to stay at Akanani for four months as part of that cultural urban/rural
exchange. The two visitors are Nonkululeko Thabethe from the Alexandra Art Centre,
and Cephas Pemhenayi from the Zimbabwe Association of Community Theatre
(ZAeT).

These two urban people believe that through drama they empower the participants and
promote awareness and education. They respect and use the good ideas of the
participants and also use elements of the traditional cultures as a base. They are
leading drama work with the literacy groups and are dealing with issues like voter
education, AIDS awareness and th~ value of literacy. As part of the urban/rural
exchange idea Thabethe tells participants about the Alexandra Arts centre "Sometimes
they find it amusing to hear that we also get formal training in traditional dance. For
them, traditional dance is something that everyone grows up doing. II (Maguire, 1993:
13) Pemhenyani says he is "on a national mission" to give participants some
knowledge about culture in Zimbabwe and how it developed. "I tell them about the
liberating role culture has played in our country." (Maguire, 1993: 13)

4.4.6 Giyaui College of Education

The Giyani College of Education (GCE) in Gazankulu is the only "black" College of
Education in South Africa that offers training in drama as a subject and as a teaching
methodology. GCE is situated 70 km away from Akananr and for the past two years
Mike Abrams and Aboe Nayiluma from Akanani have been teaching third and fourth
year drama students how to use theatre and drama in development work.

They started off in 1992 teaching fourth year students about the ~id.~tapplications of
using drama in development but then realised that if one of their gcntIs:Was to get
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teachers to Use drama in the classroom then tbe student teachers needed the
opportunity to practise It was thus decided to change to teaching third year students
in 1993 so that they had the time to practise the skills.

Mike Abrams explains some of the aspects of .he course: "we also did like listening
skills with people because if you're going to act on a situation using that method
(theatre-for-developmentjthen you need to listen vel''!!carefully to what the community

-isperceiving to be their problems and needs. There is also a-need to make teachers
aware that in the community they are actors and they are facilitators of processes.
Also to help them link with development, what does underdevelopment mean, how can
drama help and assist with the process. II (Interview with Mike Abrams)

In this way the experience of the staff members of Akanani is feeding into a formal
training process which will hopefullyresult in producing teachers Who are better able
to use drama in a variety of situations and to act as a development workers in the rural
areas where they will inevitably end up teaching,

The various forms of networking and contact with other organisations help to keep
Akanani up-to-date with the latest trends in the use of drama as well as to gain skills in
using various forms of drama. Networking is an important means of enriching and
developing both the staff and the practise of drama at Akanani.

4.5 The O.'ganisational Worl~hop (OW)

Another area where the influence of Akanani's use of draIjjcl.was felt was in the
Organisational Workshop (OW), The OW provided a cfl1text for a new use of drama
at Akanani namely as a way of animating theory. It has-also been argued that because
the OW used an experiential methodology and used dnrma as a technique, the OW is
analogous to a theatre-for-development exercise. "I think the whole OW was one
form of drama and then sections of it were also using drama as a. methodology for
putting across the ideological aspects of it. II (Interview with Themba Mavimbela)

The Organisational Workshop (O'W) was a six-week long exercise in education with
production held in June and July 1991. The overall objective was for participants to
learn the skills of running a self-managed enterprise as well as learning a technical skill.
The OW at Akanani was the first of its kind to be run. in South Africa and involved
support from Botswana and Zimbabwe. It was also the biggest single venture that
Akanani had ever engaged in. The data for this case study was gathered from
watching 12 hours of unedited video footage of part of the process, interviewing key
personnel in the process and assessing all available documentation.

The Organisational Workshop (OW) methodology, developed in Brazil by Clodomii
Santos de Morais, engages large numbers of people in an intense workshop process
lasting 4 - 6 weeks. Participants form an enterprise in ot;~erto conduct production and
to learn experientially about organisational development, \'1!heyreflect Oil the process
of development of their -ganisation in related theory discussions which consider many
aspects of education wn., production. The methodology aims to inculcate a critical
consciousness of collective practice, organisational management skills and, in the case
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of Akanani, vocational skills. It 1S a methodology where adults are expected to assume
responsibility for their own learning.

In developing his OW methodology the Brazilian social scientist Clodornir Santos de
Morais was attempting "m discover valid methodologies for the teaching of
professional skills;to persons with low levels of literacy," (de Morais, 1986: 1) de
Morais believes that the acquisition of professional skills by persons with low levels of

- literacy "improves-the possibilities of-increasing the-level ofsatisfactiort of'their basic . - -
necessities-and assuch the possibilities of their lncorporation into the national
development process." (de Morais, 1986: 1) He felt that formal and non-formal
education relied too Fleavilyon "abstracted verbal communication" which seriously
handicapped people with low levels of literacy. He thus created the training
methodology he called the Experimental Workshop for Rural Organisation which is.
now known as the Organisational Workshop or OW. In this method abstracted verbal
communication is l~iusta supplementary tool to the basic formative techniques: the
division of labour, the tools, rhe objectives and participatory management." (de
Morais, 1986: 2)

In the OW participants are involved in a process where:
a. the existence of a labour process is permitted in which they are provided with the
tools and means of work sufficient to enable them to produce their own means of
subsistence,
b. the division of labour is forcer, LO take place because of the variety of tasks that
have to be undertaken and the large number in the group,
c. participatory management is stimulated by allowing total freedom of organisation
within the law, aided by the verbal transmission of management techniques and
scientific concepts related to the organising of work. (de Morais, 1986: 20)

OW methodology is "based on the hypothesis that putting a determined number of
individuals (must be more than 40) in a situation that forces the development of a
process of complex organisation, with a certain level of division of labour, produces
psycho-social changes that express themselves in an increase in the organisational
efficiency of the group and in the acquisition of professional skills in a majority of the
participants." (de Morais, 1986: 5) The learning of professional skills by persons with
tow levels of literacy is a result of their participation in a situation where the divisions
of labour, the means of production, the raw materials and the management of
production are in the hands of the participants, In other words the participants have
the full responsibility for their own training, Many new skills are readily assimilated by
the participants because they constitute a basic need for the successful development of
the organisation, In de Morais! analysis of his experiences with OWs he concludes that
"it can be seen that the participants have resolved for themselves the classic tasks of
professional training, the determination of needs and priorities, programming and
budgeting of courses, acquisition of the resources necessary to the functioning and
execution of the programmes. I! (de Morais, 1986: 16) The OW "is a practical lesson
but at the same time a real one that consists of the artificial creation of an enterprise
with a real existence and function. \I (de Morais, 1986: 5) This creation of an artificial
situation that is "real" for the duration of the workshop is analogous to creating a
drama where people assume roles and act accordingly for the duration of the play.
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The. OW is obviously not a traditional trainirlg methodology and would only be
appropriate with adults who can assume respensibility fOI their own actions. EIfwas
originally not intended a:~a technique for technical training but father as a methodolo-gy
for acquiring profession~ll organisational skills, However, the motivation to learn new
technicalskills is high when they are necessary for the successful completion of tasks
and for the survival of the enterprise. Thus technical skills are acquired because there"
is a direct practical application for that learning, deMorais has been successfully
implementing·his methodslogy in·various-rural development and agrarian reform . - _._ .
processes in the Americassince 1973 and in Africa. since 1986.

The idea for using the OW:process at Akanani grew out of a number of'factors.
Akanani was already engaged in using some community building processes and there
was also a lot of thinking around education with production when Themba Mavimbela,
who. was working in the co-operatives section at the time, made contact with people
working in co-operative development in Zimbabwe and Botswana who were using the
de Morais OW model. This Was clearly explained by Themba Mavimbela inan
interview:

Igot involved in the process of organisational workshops through networking
with an organisation called CORnE (Co-operation Research and Development
Education) in Botswana. I'd been working with them around co-operative
development and through them Imet this guy de Morais !.1d got interested in
the methodology and his thinking around training. I requested to be part ofthe
training process he was going to be having in Botswana and in '88 Lgot that
training with another staff member of Akananl (Freddy Muvhale) as I saw the,
need for us to get involved with that training. We participated and Ifound it a
very useful tool. I took up the issue of holding the process here ... .Iput up the
proposal that ens is one method we could use f!tt1tly to. take up the vision we
are having w~thin the co-operative sector and secondly to also look at howto
build Akanani to what we have visualised it Lobe as a centre, (I like&it) that
the OW process involved education with production rather than employing
people from outside to build tre structures 'Of Akanani, Thirdly was to sed
within the broader South African context how possible it was to get the
methodology across. The methodology has been tested in Zimbabwe and
Botswana and proved to be wry successful and now we were going to test it in
South Africa. I saw Akanani as the best venue-to test the methodology.

Other staff at Akanani also felt they should try to run an OW and experiment with its
application in South Africa. Another issue was that the methodology had been
developed ill South America where the context, although similar, has many differences
when compared with the South African context. The t~eories are based on the class
stratification in South America and the different characteristics of class consciousness
there. One of the aims then of running the first OW in South Africa was to see how to
adapt and match the methodology to the South African context. Another part of the
experiment was for people at Akanani to acquire the skills and the experience of
running an OW so that if they saw applications for it, they would have the ability to
implement it.

In 1990 Akanani facilitated a mini OW with Ikageng Community Centre in
Sekhukhuneland where 65 volunteer project members partially constructed and roofed
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a e01nnlunitY~!te. It was a short and intense OW lasting only tw~'~eeks and it
focused 'on only aile area of technical skills i.e, building; This convinced Akanani of
the potential for OWs in South Africa and they began to network in Southern Africa
with other Organisations who had used OWs. This led to a joint preparation workshop
for the Akanani OW being held in February 1991 with stafffrom Akanani, CORDEin
Botswana and the Glen Forest ~raining Centre (GFrC) in Zimbabwe,

".·Out ofthat planning meeting the objectives of-the Akanani Q~ were decided: .r
1. to train co-op and group members in organisational development skills; i'?

2. to build a large multi-purpose venue for Akanani; 1/

3. to develop a vegetable garden;
4. to catalysethe formation ofa builders co-op by local unemployed builders;
5. to enhan9~the organisational c,apacizy of Ikageng and EUm market women;
6. to, r-sta~lf~~;;,aresource base for holding training on a regular basis;
7. tCY ~tle.ntm::future OW directors; and

""""-'.~1 ."\

8. to ptOmote the use of the rnetrl'~<1010gyin-South Africa as an organisational
development tool.

The i\.kanani OW involved 74 people from the various types of organisations found in
the northern Transvaal: co-operatives, unions, youth organisations and study projects.
There were also people from Cape Town and Transkei who participated because they
were Jnterested in the process, Although teaching vocational skills was not a focus of
the OW, in order to fulfill the other objectives training in vocational skills was
necessary. The three areas of vocational skills training on after were: building,
agriculture and welding. The OW process has two levels of human involvement (See
4.S.i ..Table 1): the participants who form the organisation, and the directorate who
are the facilitators of the process ana who have the skills base. In the directorate
Themba Mavimbela from Akanani and Hillary Dlhiwayo from Glen Forest Training
Centre in Zimbabwe were the directors and the other members dr'me directorate were
the different technical stafffor building, agriculture and welding. The technical staff
were on can for the provision of training, contract negotiation around particular pieces
of work, iaspecting, and monitoring the development of the organisation itself. There
are different stages to an OW which develop through three streams of activity running
parallel: theorganisational development side which is the "hypothetically, temporarily
real experience" of'rurining an organisation (Interview with Astrid Wicht); the
theoretical input and the on-the-job work So it was a real situation of organisational
development but condensed and packed into six weeks,
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Directors I: J]
Technical Staff

WeJd!ngBuilding
Astrid Widlt

Agriculrure

;;Ji .=---- ,
The Or anisanen

4.5.1 - Table 1: Levels of Human Involvement in the Organisational Workshop

For the first three days of the OW the participants were fed and hosted by Akanani and
the OW process was explained. In those ttL(ee:days they were given an organisational
problem: Akanani offered them a list ofj( 'tIrwhich there was payment and their
task was to organise themselves into a suitt,.",.~organysatJpn which could function for
the balance of those six weeks and enable them to complete these jobs. They
negotiated around contracts and skills training on the.understanding that they got paid
according to the work they performed. In other logistical terms the participants were
given access to a vehicle and to administrative back-up like type-writers because they
also had to keep books. So they had to develop an administration department and
keep account of the money. They had to organise some of their own materials but the
majority of materials were supplied. They were issued with tools for use in the six-
week period and they were responsible for their storage and maintenance.

During the first three days the people decided which area they wanted to participate in:
building, agriculture or welding. The building team was the largest with 34
participants and their task was to build a large multi-purpose venue for Akanani, The
building site had been cleared beforehand so it was ready for the participants to work
on. The agricultural team with 28 participants had to develop a vegetable garden.
They started with an area that was covered in bush and trees except for a small part
that Vicky Muvhale had been cultivating. Itwas unfenced so they had to start from
scratch, by clearing and erecting a fence around the area. The welding team with 12
participants was responsible for all the welding required by the building team in the
construction tasks and by the agricultural team for gates and fences.

After the first three days the participants were on their own. From then on Akanani
did not supply them with food, although they did have their accommodation. They
therefore had to organise themselves in such a way that they could start earning. They
had to organise their own timetables. They had to elect their committees. They had to
get their catering teams together. Their days were their own to organise while tho
evenings were devoted to the theory side where the methodology was unfolded over
the six-week period trying to link it to the South African context. The theory
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component known as the Theory of Organisation was designed by de Morais to give
participants Information about and an opportunity to discuss how best to organise their
work, their training and their enterprise so that they could survive and be successful.
A series of 10 lectures is suggested as the format for explaining the Theory of
Organisation but at Akanani a mixture of lectures and theatre-for-development in the
form of an evolving II·Animatioi1lfplay was used. In the evaluation report of the
workshop participants reflected that although the lectures were useful, the language

- differences (participants spoke 4·different languages) andthe consequenr need for
lengthy translations, hindered the process. On the other hand the drama and animation
of the Theory of'Organisation Notes were seen as very helpful in explaining concepts
and stages of organisation, and were Seen as a "clarifying input" (Akanani, 1991: 1),
"The drama aspect t-)fputting the methodology across was a very powerful one. Even
through the evaluation people felt they learnt a lot from the drama. I think the whole
OW was one form of drama and then sections of it W'er~also using drama as a
methodology for putting across the ideological aspects of it," (Interview with Thernba
Mavimbela)

A1thQHehcthewhole OW process itself can be considered as a form of theatre-for-
develcpment, the "Animation" play is Iimore easily recogniseble use of drama in the
workshop prdcess. The play was based on the writings of the Brazilian originator of
the OW, de Morais, and the theory behind the OW, The play aimed to make some
very sophisticated (and deadly dull) concepts accessible to alargely illiterate audience.
It was about the whole philosophy behind the Organisational Workshop, about how
organisations develop and the kinds of problems organisations are likely to face. de
Morais in his writings was addressing the economy-and how it works and how it
developed from the very early stages of the hunter-gatherers up to the present day of
co-ops and mechanised industries. This was represented in the play, The play also
explained the theory behind the development of divisions of labour because in the
enterprise the participants took a division of labour and so it was obviously critical to
the whole running of the enterprise. It was felt that there were a lot of difficult
concepts in the theory, like theories of class and labour power, and becarse of the low
level of literacy oHhe participants, it would be far easier to grasp these concepts
through drama. The play fitted into the theory that 'ran throughout the six weeks in the
evenings. It was done as a whole initially and then different parts were repeated,
extended and highlighted at various points. The Animation play not only "animated"
the history of economic production but also illustrated potential problems in
organisations like drunkenness, corruption, lack of punctuality, lack of finance,
leadership problems etc. These problems were represented both in enacted scenes and
metaphorically in the form of a monster who was opposed and vanquished by the
strength of an effective organisation. The devisors also added some interesting parts
about the bad habits that South African people bring from their life styles, their
backgrounds and their culture into organisations and what effect that has on the
organisation.

In the evaluation ofthe OW, which was done both formally, in the form of an
evaluation report, and informally, when individuals reflected on their experiences, a
number of problem areas were highlighted.vThese can be divided into two areas: the
pre-planning and the follow-up stages. In the pre-planning stage there were massive
logistical problems of accommodation, water supply and toilet facilities. There was
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only one toilet in the whole of Akananl and the washhouse wan only nearing
completion, so temporary showers had.to be erected and pit toilets had to be dug. It
was felt that in future there should be.sufficient amenities for the number of
participants. There were also problems with the thoroughness of'the briefing people
received. "The people who had been on the OWs (in Botswana L~.Themba
Mavimbela and Freddy Muvhale) had an idea of what it was hut for the new team who
formed part of'the directorate the whole thing unfolded as the days went by. So I
think in terms afhriefiI7'gs then-the input wasn't that great. We-eould-havebeen
sharper, we could havebeen better organised." (Interview with Astrid Wicht) This
lack of proper briefing extended to the briefing of the participants. After three days
when there was no food, emergency measures had to be introduced to get break/ast.
People were not quite cleat about what the process was going to entail partly because
the idea was very new and partly because they were not briefed sufficiently.

The other main problem was with the post-OW follow-up and reporting which was not
done properly. As participants in the broader network ofOWs, the participants and
the directorate of the OW are supposed to write: reports and evaluate the whole system
but that does not seem to have been done thoroughly. Themba Mavimbela
acknowledged that: \\

The documentation around it has not been done successfully, I think that's one
of our weak points. We tried to do that in a video, all the lectures and
processes are documented in terms of videos which could be translated into
paperwork. (Interview with Themba Mavimbela)

In terms of the impact on the organisations where the participants came from it is
unclear whether the learning was adequate enough for them to transfer what they
gained to others in their own organisations. It is also unclear as to)~hether any of the
participants would be equipped to run an OW himself which was oneof the objectives.
One of the reasons that the follow-up work was not done as thoroughly as it should
have been was because the OW itself was Itavery intense process and for six weeks we
were operating from seven o'clock in the morning until midnight at least. Each day the
directorate needs to assess how people go HI \gh observations, where are potential
problems going to arise so one can be prepare; for that. ...it's an amazing process but
it's exhausting particularly being part of the organising side and constantly having to
keep your eyes open and keep checking and being aware of what is unfolding and
actually seeing people falling into the problems because if we caught them before it
wouldn't have been a learning experience. For the directorate it was also a great
learning experience but I think the consolidation and follow-up and trying to re..think
methodology and the appropriateness of such an exercise, we never really tackled. II

(Interview with Astrid Wicht)

However, the OW was not all problematic. Itwas successful in that the phases of
development that are characteristic of an OW process unfolded over the six weeks.
They went through the phases of disorganisation followed by group cohesion, power
struggles, and power shifts. The crisis that resulted from the disorganisation as
participants initially took over, created a receptiveness to the Theory of Organisation
discussions an« the Animation play that were happening simultaneously. The
participants then began to look to changing the organisational structure they had
adopted to make it more efficient. The three teams had more or less success
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depending on their subsequent organisation. The OW building team was the most
successful because after the six-week process the building was up to roof height. One
of the goals of the OW was to start a local building co-operative. There were 15
builders from the local area who then decided it was their wish to go through the "
process of completing a building and they called themselves Hetasani, the building
workers co-operative, The whole organisation had called itself'Ratanang, uence
Ratanang Resources Centre inside the multi-purpose venue, which was called Hetasanr

._.Hall after. the. building co-operative which completed-it. The agricultural team was not:" .
as successful in terms of the input and the returns out ofthe first crop but there were
other problems in this team like lack of technical capacity around agriculture. The
welding team was the least successful. It was a very small team infested with lumpen
behaviour, a sort of tl;1p1oyeeism where unless they were supervised on the job they
just sat around.

The OW at Akanani was supposed to be the first of'a number ofOWs ill South Africa
but that never happened as planned. Unfortunately. the co-operative section did not
have the personnel to carry it forward - Themba Mavimhela was running the section
alone for several years and it is now solely run by Joseph Mashimbye, So although
there have been a number of requests for the methodology to be taken to other parts of
South Africa, this has been impossible. One request carne from the South .African
Development Trust, a government structure, who wanted to use the process in a land
development project in northern Natal, Akanani needed to evaluate whether they
could put the methodology across through government structures. They decided that
Akanani would inform them about the rnethodology if the government transferred the
land that was going to be used in the exercise to the people involved. The government
declined to do that and the proposal fell away. In 1992, the year following the
Akanani OW, at least four OWs were supposed to be run, although not on such a
large scale and balled at other projects where there were needs for particular spurts of
input; this did not happen. In 1993 OWs were not even on the programme planning
agenda.

This was mainly because of a lack of personnel to mount a project of the size and
intensity of the OW. The OW demanded a great deal oftime and energy and the
ongoing work of the Akanani staff members did not cease fOIthis period. The
consequent exhaustion and dealing with all the work that had piled up during the OW
were large contributing factors to the failure to document the process properly and to
its disappearance from the planning agenda.

There are mixed feelings within Akanani as to the OW's application and whether it
should be used again or not. Some people, like Marc Wegerif feel that acquiring the
skills of running an.OW was the crucial issue and that it is not applicable itt the present
projects they are working in. These people feel that the value of an OW should be in
feeding into specific projects rather than just being something done on its 0\'.,10. They
see an OW as a tool that is used in the development of a particular project or a
particular community and that in the present context of the projects Akanani is
working with there do not seem to be areas where it can be utilised.

Themba Mavimbela would like to see OWs back on the agenda but cautions that "the
problem is that whichever organisation would like to put it across should have
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sufficient capital and the baste ability to develop itself so th~t it cast sustain'itself
otherwise it becomes difficult." It is,also felt that ifOWs were to be used again, they
would need to be adapted more for the South African situation. The Akanam OW did
have slight adaptations but the theory and the concepts still need a lot of
contextualising. The main area where the theory needs to be extended and developed,
according to Anderson (1989), is in the types of "bad habits II that individuals bring to
the OW. South Africa does not have artisan production to the same degree as Latin
America and thus i:ne "bad habits" asa result of being-artisans are not-experienced here
and the problems, that are experienced in South Africa. are not dealt with in the theory.
It was felt that habits like Employeeism and Triumphalism should be added to the list
of "bad habits". EmploY~\I~)l1arises when a person has become accustomed to having
others do the thinking and,)organising for him white he sells his labour. 'Iriurnphalism
arises when a person indulgesltt rhetoric at the expense. of hard work.U!!l is
accustomed to shouting slogans and rallying support for popular solutions often with
very little thought. Both of these "bad habits" are common in South Africa as a result
of people's experience of work and organisation. When OWs have been done in
Zimbabwe, Botswana and more recently in Namibia, the people who have worked on
them have been able to p,dapt them to suit their country. The process is still continuing
in Zimbabwe and Botswana and subsequent to the Akanani own has been used
extensively in Namibia to develop the co-operative sector after independence.

Despite theproblems, the overwhelming response is that the OW was a powerful and
useful process. "I think it's a very vital way of learning and it's a pity we don't try and
organise it again. I think my learnings out of it was that it gives you a broad overview
ofthe problems in organising organisations and the characteristics of different
organisations, classes, cultures and structures which can then filter into your ongoing
work." (Interviewwith Astrid Wicht) According to de Morais, participatory
management, whi6h forms a large part of the OW is "the organised reflection of all the
participants over whait~eeds to be done with what, where to do it, when to do it and
with whom to do it." (de Morais, 1991: 20) This is the same role as a director has in a
formal play or that the community has in planning a. piece of community theatre.

Although the Animation play is an obvious use of drama, it is arguable that the entire
process of the OW was a form of theatre-for-development, Theatre-for-development
is an experiential means of helping people come to terms with their situations and
facilitating their development. The OW was "a direct experience of what it means to
get an organisation together, to get it on its feet, to get it running, solve its problems,
cope with all the power dynamics ... So it was a very long theatre" (Interview with
Astrid Wicht) The setting up ofa "hypothetically, temporarily real experience"
(Interview with Astrid Wicht) is exactly what happens when one involves people in a
theatre~for-development exercise. The only difference is in the length and
consequences of the activities. In theatre-for-development the length of the drama is
usually confined to the performance, a few hours at most, while the OW lasted for six
weeks. The consequences of not performing in a theatre ..for...development piece may
be a loss of popularity or a lost opportunity for learning, but not "performing" in an
OW can lead to starvation.

As a learning tool the OW allows the grass-roots person the time to participate, to
understand, to reflect and to assimilate the process. "For a person who is intellectual
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or at a certain level of development it (may be perceived as) time-consuming because it
dOlesn'tjust,rush through the process,. It is avery intense process, but any process of
engageme~lt or development or learning (can be) an intense process, II (Interview with
Themba Mavimbela), The intensity of.the situation together with the real
consequences of one's actions created needs to learn and develop on the part of the
participants .. The importance of letting people experience problems fot themselves and
to learn from their mistakes wasJ1.inother important aspect of the ow..The OW uses a
-theatre-fof'"developmentproc~s's as ~·tool for:e¥lg().gement;assirllijati?n.-1eaming, and.
development, The OW Was t(\US another innovative use of drama asl!a methodology
for f&cilitating adult learning at Akanani,

x}
./

4.6 Summary of Results

In tIbs chapter five case studies of how drama is used at Akanani have been presented.
A general description of Akanani, its history, its personnel. its approach to
~~evelopment, its structure and its areas of operation Was first given in order to
contextualise the.case studies, The AIDS Education Play was then discussed as an
example of how drama can be.used to educate around health issues and to tackle
sensitive areas. The various uses of drama in the literacy programmes at·Akanani were
then.dlscussed especially howidrama empowers and gives confidence to the,
marginalised, The way drama is used in the Winter Schools to make lite,~Aturemore
relevant and accessible, and to deal with social issues, was then considered: The
importance and value of networking'ln the drama field was evinced through'the
discussion Of six different forms of interacting with other groups. that Akanani.Is
engagediln, The final case study was of how drama was used to anin,Latetheory in the
Organisational, Workshop (OW) and a consideration of'the OW as another form of
theatre-for-development. .These case studies all contribute to creating. a picture of how
drama can be ti~~das a versatile and effective means of facilitating adult learning in a
rural area.

\1
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CHAPTER 5 - DISCUSSION

This chapter consists of a brief discussion of each of the research questions that this
research report is attempting to address. The case studies documented in chapter four
and the literature review recorded in chapter two form the bases for these discussions
which will use illuminative evaluation in an effort to answer the research questions.
Each question will be discussed in- turn, _- _...- - ._. .. ..

1.1.1 What is the nature of drama as a means of facilitating adult learning, especially in
the South African rural context?

Before answering this question the researcher's assumption about what constitutes
adult learning needs to be clarified: the assumption made here is that successful adult
learning is empowering and gives the learners the ability to take control of and
responsibility for their own learning.

In the literature review a number of claims for the nature of drama as a means of
facilitating learning are made. It is claimed that drama is emancipatory, that it raises
issues, that it fosters discussions, that it promotes collective action, that it facilitates
social change and that it can be used as a weapon against oppression and exploitation,
amongst a Whole host of other claims. The:practical reality that the case studies in the
literature review revealed is that drama can be an effective means of facilitating adult
learning in rural areas as long as there is a high degree of involvement and participation
of the learners. Tins links to the idea that adult education should lne learner-centred.
The lessons to be learnt from experiments such as Laedza Batanani are that learner
involvement from the outset is crucial if using drama is to Deeffective.

The effectiveness of drama in facilitating adult learning is largely because it is an
experiential method which involves people in learning through doing. The fact that in
Africa this "doing" involves cultural practices with which rural people particularly are
very familiar, seems to be another advantage to using drama to facilitate adult learning.
When people are actively engaged in a process that they enjoy, learning happens
unconsciously but in a very memorable way. The literature seems to point to drama as
being a useful method for conscientising, empowering and educating adults.

The case studies of the use of drama in a rural context at Akanani point to the
usefulness of drama in engendering self-confidence which is seen as a precursor to
participants taking control of their own lives. Akananl wishes to foster the
development of people and to empower them tc act so that they are proactive. rather
than reactive. The confidence gained by the Women ill the Elirn Market literacy group
through the use of drama is a case in point. They hav gained in self-reliance to the
extent that they are erecting their own market building, making Elim Market the first
worker-owned market in South Africa.

Another aspect of the nature of drama as a means of facilitating adult education that is
illustrated by the case studies is its usefulness as a medium for dealing with difficult
issues. The AIDS Education play is a good example and the EUmMarket women's
play about the labour ward at the hospital is another. Drama is also a useful means of
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disseminating information in an interesting way as. can be seen in the examples of
drama used at the Winter schools and in the" Animation" play ~r.lthe Organisational
Workshop.

Through the networking in the drama field another valuable aspect of drama is evinced,
namely that h gives a voice to the oppressed and marginalised. Even the poorest,
illiterate peasant can express his/her ideas thrmgh the medium of a play and make

..' his/her-epinion known. ·In this-regard drama can be used as-a-data-getheringrrrethod ... _- .
Two clear examples of this from the literature review are the work done in Milli by the
SOS Sahel Drama Unit and that done in rural Jamaica by the Sistre~, Theatre
Collective. i i

Various aspects of the nature of (kama as a means of facilitating adult learning were
revealed by the literactre review and the case studies but the over-riding factor was
that, if used properly, drama is a powerful methodology that can be used for a num\'~r
of purposes dependingon the educator/facilitator's educational objective. '..' ..

1.1.2.1 How has.theetre-for-development been used in Africa for community
development and empowerment?
1 1.2.2 Why has theatre-for-development been used in Africa for community
development and empowerment?

The literature review revealed that the idea for using theatre-for-development in Africa
for community development and empowerment orir.,inatedwith Ross Kidd IIp.dthe
Laedza Batanani project. Kidd wanted to use the~tre-,for-development in this way as
he believed that this kind of popular theatre would'encourage participatlon.jaise
issues, foster discussion and critical consciousness as well as promotecollectlve action.
From his experience at Laedza Batanani Kidd learned two valuable lessons: that one
must not romanticise the power of theatre and that unless people are totally involved in
the process the likelihood of a resultant eollective at' :'1n is slim. Other groups in

. \
Africa have also recognised the power of theatre-fbi .evelopment but have learned
from the mistakes of'Laedza Batanani and consequently have been more successful.
The Maska Project in Nigeria is a good example of the effective use of drama to teach
illiterate adults.

The case studies revealed that the theatre-for-development process has been used at
Akanani in developing the "Animation" play in order to involve participants in a
process of understanding some very complex ideas about the nature of economies.
From the literature revit..,wand the case studies it would seem that theatre-for-
development has a recognised position in development work in Africa but that it is
more or less successful depending on the extent.of'the involvement of the target
audience. ..

1.1.3.1 Is drama a successful methodology as it is used at Akanani in the rural areas of
the far northern Transvaal?
1.1.3.2 Is drama perceived to be an appropriate methodology for adult education in the:
rural areas of South Africa?
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From the case .studies it would appear that drama 'is a successful methodology as it is
used at Akanani. Part of this success lies in the faet

e

that the facilitators from Akanani
are Wiiling to experiment with difierent forms of drama. Creativity and flexibility seem
to be important characteristics of successfld drama facilitatarBr.and Mike Abrams and ,
Ahoe Nayiluma of Akanani have those two qualities in abundance. They ~~lVeadapted:'
and created various types of drama to suit different purposes. Moulding the method to
suit the educational needs ora situation is an importan; lesson to learn about using

- drama,

It is pertinent to take some concrete examples of the use of drama. at Akanani and see
to what extent they are successfal. The AIDS Education play's success can be
measured in the increased tolerance of people with AIDS in the community and the
increased awareness levels of local people about the issue of AIDS. The Shakespeare
plays performed at the Winter sol1ol.)\$can be judged to be successful because of the
level of participation they created in the audience and the standard of que~tions asked
in the follow-up discussion - they had Obviously educated well through the medium of
drama. The use of drama in the literacy groups has increased the self-confidence levels
of the participants, a teal success story. Drama at Akanani is used for many different
purposes. Thefacto!tl~at most of those purposes become realities is a measure of the
successful use ofdrama at Akanani,

The question of whether drama is perceived to be an appropriate methodology fat
adult education in the,7rural areas of South Africa does not have such a positive answer.
Those people who use drama are convinced of its effectiveness, but they are a minority
of adult educators. This is mainly a result of two factors. The first problem is that
there are very fe"" formal training opportunities available for learning how to use
drama as a methodology so educators are simply notaware of the possibilities of using
drama or feel inadequately equipped to lJ~e drama even if'they are aware. The second
problem is that traditionally, rural development agencies and cultural groupswho 11,se
drama have been seen as totally separate entities. A,kanani's use of drama within a
development agency is unique>" There is a need to incret\se awareness and develop
training programmes "about the use of drama as an ap~fJpriate methodology for-adult
education in the rural areas of South Africa so}hat Akanani's approach becomes-a
common one. l'
1.1.4 What guidelines can be deduced fQr\~heuse of drama as a methodology in adult
education in South Africa, especially in the\\wral areas?

This question is dealt with in Cha ,si,'( ..GuJden~esand Conclusions.
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elI.APTER 6 ..GUIDELiNES AND CONCLUSIONS
i_I

The following guidelines have been developed from the lessons learned both from the
literature.review and from the case sn!dies of the use of drama at Akanani. The
guidelines are an attempt to assess what makes for an effective use of drama in adult
i'education and to offer practical suggestions for its use.

An attempt was made to develop a model but this researcher encountered the same
difficulties as Ross Kidd (1984) did when he tried to develop a model for doing
theatre-for-development as an outcome of the Zimbabwe International Popular Theatre
Workshop. He came to the conclusion that:

there are many ways of doing theatre for development. Borrow or steal
whatever seems useful; but you will probably need to work out your own TFD
methods and strategies suited to your own objectives, operational contexts, and
resource '. One of the major things this experience has taught us is that Theatre
for Development is 110t transferable from one country to another in the same
way as a teaching technique. It cannot simply be plugged into It new context.
It is a. highly complex process and needs to be carefully tailored for each new
situation in which it is used. (Kidd, 1984: '2)

Although no modef was possible, guidelines from which adult educators can "borrow
or steal" to tailor the use of drama. to their own situation are offered. From this
research it seems that theatreand drama are two different aspects of a similar
phenomenon, consequently their use will be discussed separately.

From the literature and the case studies it seems that drama in adult education can be
used in several different ways for many different purposes. Choosing the type of
drama to use would depend on the nature of the learners, the physical situation and
resources, and the purpose for which drama was being used. Some of the purposes
are:

1. Learning subject matter through drama. Drama allows the active participation of
the learners in exploring any subject area. "Cognitive skills are developed because
learning through. drama provides opportunities for:
~ translating concepts into verbal and physical action
~ translating verbal and physical action into concepts
~understanding metaphorical thinking
- change or'insight which is an act of cognition involving a change a feeling. II
(SAADYT, 1993: 16)

2. Disseminating infbrmation. Drama is a useful vehicle for providing information to a
large group of people in an interesting way.

2. Problem Solving. Drama can be used to help a group or individual to solve a
problem either set by the facilitator or arising from the group or individual'S
experience. The fictional "as if' situation that is created in drama still involves the
partictr3.nts real feelings and experiences in a process Boal (1979) describes as
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"metaxis", Toe dramatic lias it" situation liberates the imagination co deal with
seemingly insurmountable problems- through improvisation and discusslori.

3. Problern Analysis. Drama can help a group to diagnose and understand the causes,
consequences and context of a problem.

4. Energising or Ice-breaking. Drama can help to build trust, to introduce people or
simpI~ to revitalise people befQre-anothcr'session.· . . .. .. . _. ., "-,.-' .

5. For dealing-with sensitive issues. I~,sues suchas racism, sexism, sexual issues such
as AIDS, women's abuse, capital punishment etc. can all be dealt with through the use
of drama.

6. Dealing with differences. Drama can be used.to deal with diversity and conflict
either within the group or as experienced by individuals in reality. This is especially
useful in South Africa at the moment where people who have been kept apart for so
long are corning together and finding it difficult to communicate and relate.

1. Ul\~iistanding 6iJher perspectives. Drama allows people to put themselves in
someone else's shcies and "experience" what it is like, to explore other points of view
thus encouraging tolerance, .

.8. Learning 'Social and Life Skills. Social skills such as working ina group with
associated skills like negotiating and compromising can be learnt from participating in
drama. Life skills such as assertiveness and how to behave in an interview situation are
also easily done using drama.

9. Learning communication and language skills through drama. Drama facilitates
communication that is not only verbal but physical too and creates a safe, t\)iaxed
situation in which new 'language can be practised.

10. Facilitating Critical thinking. Drama may be used to provoke critical thought,
awareness and insight into the problems faced by individual and their society.

\\ - - - - -_-_- - - -_ ,> - - -- ' -'.' \_'> . ..-'11. Changing attitudes and behaviour. Using drama which involves the entire person
can help in tackling beliefs and attitudes that are resistant to change. The drama
experience is holistic as it draws on cognitive, affective and physical skills This is oft ell
the rationale for using drama in areas such as AIDS education where the desired
outcome is a change in the target group'~ attitudes towards sexual activity and, even.
more difficult to achieve, a change in their sexual behaviour.

12. Raising awareness and conscientising. Drama can be used to make people more
aware about different broad issues such as AIDS but also about problems or situations
in their own lives and communities.

13. Demonstrating a difficult theoretical concept [n a practical way. In this way drama
is almost like a "living visual aid" for the facilitator.
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Once the purpose of the drama session has been ascertained there are three basic steps
to follow: Plan properly, Facilitate properly and B'efiect properly. As wit~.any
educational encounter, planning by the facilitator is of paramount importance in using
drama successfully. It is also important to facilitate the process in such a\;way that all
learners are involved as the literature clearly demonstrates that successfW)orama
depends on the participation of the learners. A suggested outline for a successful
drama session is one that follows the following steps but a good drama facilitator is
-flexlble and-creative so this can be adapted:

Warm-Up ...normally a fun activity to get people rela-xed or tCc build trust and develop a
group dynamic.
Concentration Exercise - some form of activity that focuses participants' minds for the
session.
Story-telling - either telling true stories about a certain topic or creating a fictitious
scenario.
Acting out ...this could involve role-playing the stories of the previous step but is
normally the mani "action" of the session.
Reflection ~ this can be in the form of a discussion 01' of a drawing of a significant
incident. or take any form that suits the educator's purpose but it must happen.
Ensuring that reflection on the drama prbcess happens is a critical role for the educator
using drama. If reflection does not happen then often the educational value of the
precess ~slost to the entertainment value.

Having looked at running drama sessions, it is time to turn to the Use of theatre-for ..
development. Theatre-for-development can be used for some oftile same purposes as
drama as well as for other purposes, such as:

I. to impart information

2. to be a form of dialogue between villagers and officials

3. to be a form of community discussion and decision-making

4. to be 3 conscientisation or consciousness raising activity

5. to revitalise the villagers' cultural traditions and their sense of community

Once again, as with drama, when the purpose for using theatre-far-development is
clear then there is a basic process for creating theatre-for-development. The following
steps are an adaptation of a procedure suggested by Ross Kidd (1984):

1. Develop collaboration with the community by building a relationship with them and
motivating them to participate.
2. Learn the indigenous forms of cultural expression of the area and utilise them for
the theatre-for-development activity.
3. Identify problems by working with the community to explore their situation and
ideruify issues for in-depth analysis.
4. Analyse problems. This will deepen the understanding of the problem. any
suggested solutions can be done through drama, dance, mime, song and discussion.
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5. Create a Plot and Characters
5. Improvise
6. Rehearse
7. Perform
8. Discuss the performance and draw out the lessons to be learned.
9, Initiate follow-up.:Action which can be taken by the participants to solve the
problems raised. ' ..

As was clearly evident from the literature review, theatre can make an impact and
impart knowledge but for a significant shift in attitude and behaviour to occur the
target group needs to be involved, playa participatory role and there needs to be some
form of foUow~up activity. The important aspects of successful theatre-for ..
development in order fcrconseientisation to occur are that it is c~tlaborative and
critical, Kidd (1984: 18/ discusses this in the following way: </'

Q ~

TM process would be collaborative in the Sense that we would be working with
the community to analyse itself, rather than as alien and alienated researchers
working in isolation from the village being studied; and critical in the sense that
we would be attempting to go beyond conventional, everyday thinking, trying
to, id~ntify the root causes of problems. The ultimate aim was conscieatisation
whihh we defined as "a learning and organising process in whh:;h people
develop the critical understanding, self-confidence and organisational strength
to realise their potential for development and transformation. II This process
starts with the community's own experience and assessment of their experience,
develops analysis in relation to the goal of'transforming their situation, and
ideally culminates in organised action by the community.

However, another important lesson is that although, ideally, the community takes
control of the process, the facilitator can not abdicate responsibility for the Success of
the process. Like ail other educational methods, theatre's effectiveness depends a great
deal on the proficiency of the facilitator. Judging from the literature and the case
studies, drama seems to be very effe;.;tivebut it has to be skillfclly and sensitively used.
For example, the AIDS play could be unsuccessful ifnot handled properly. Effective
facilitators also need to be creative snd flexible because in drama the facilitator often
has to think on his/her feet. Mike t-.rrams goes so far as to say thai: tithe issue is not
to teach aoult educators these (drama) methods but it's to unlock people's own
creativity. II (Interview with Mike Abrams) As Abrams also notes, this demand for
creativity can be unpalatable to some educators: "it's challenging their (lecturers')
power, the lecturer suddenly has to get creative when the lecturer has been reading the
same lecture notes year after year,"

The training of adult educators in the use of drama as a methodology needs to be
addressed. These guidelines could form the basis for further researc.i and development
of textbooks and curricula for training programmes. There are so few adult educators
using drama at the moment and there is such a lack of formal training that part of the
training and development of effective facilitators has become networking with other
organisations both locally and internationally in order to keep abreast of the latest
developments, to share ideas and to keep the enthusiasm for the process alive.
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Although.one of the main aims of this repod'1s to develop guidelines for the use of
drama inadult learning in rural areas, through the process of developing these
guidelines it emerged that theatre ..for-development can also be used as a data ..gathering
method. The SOS Sahel Drama Unit in Mali provides a good example of'this where
villagers express their grievances and comments to the officials through the medium of
drama. Another example at Akanani is in the AIDS play where the drama unearths
prejudice and community perceptions about AIDS through engaging the audience in a

- form of Forum Theatre where -they have to act out-the suggestions. they-have for the
possible outcomes of the play. This facilitates the gathering (If data about rural
attitudes to AIDS.

This research has considered the use of drama as a means of'facilitating adult learning
in rural areas and has started to draw links between-the various disciplines that
contribute to this field. Further research and development needs to be done in this area
which is at present so poorly documented but uli,S such potential as an exciting and
useful methodology for facilitating adult learning. Fully-fledged courses on the use of
drama need to be designed, implemented and assessed and the use of drama needs to
be extended from a few isolated cases to being included in the mainstream of
educational methodologies.

«
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APPENDIX A - INTERVIEW TRANSCRIPTS

Interview with Marc Wegerif

Marc Wegerif is the outgoing co-ordinator of Akanani and has been
involved in Akananl for a number ot years. It was felt that h?')overall
knowledge of Akananl, its history and its development made him a key
'1'Jersonto-interview; __.. .-. . _. - . •.. ' .

TSB: Marc, you are tho outgoing co-ordinator of Akanani, can you tall me
about the precess that has been going on that I've been hearing about,
how Akanani has changed from being a collective to more management
structures? If you could tell me about the history of that change.

MW: Akanani started as a small group of people, in fact it started as a
husband. and wi'fe couple. But, at a certain point in '~986r when they
left, it was a small group of four Dr five people who were all white
Caaetonlans and they decided they would work as a collective which
meant decision-making involving everybody and ~t"on, which at that
point with four or five people was possible although even then it was
fraught with conflict at many points. But certainly over the last four to
five years as we've tried to look more seriously at what we're doing in
development but particularly over the last three years with the expansion
and also trying to be more development oriented, we are really saying:
"What are we doing in development?" "What are we trying to achieve?",
I think we've needed to change our style of operating and certainly now
with eighteen staff, to expect everybody to be involved in every decision
is just not feasible, it's just not practical and quite unhealthy for the
individuals as much as for the organisation I think. So I think weive had
t,,'l streamline decision making, we've had to look at how do we maintain
the organisational direction and how do we actually get efficient in the
work that we're doing. At the same time trying to ensure that we
maximise the various skills that different people have got, make sure
we've still got a way that people input on decision making particularly on
crucial decisions that effect them and the direction of the organisation.
So that's some of the challenges we've been facing. Structural changes
have also t.ecome necessary with the organisational changes,

TSB: I've heard the name management team, who comprises that?

MW: The management team we've established involves the co-ordinator
of Akanani, the ad: ":nistratof, and then three programme co-ordlnators,
that's Paul, Joseph and Alphons, who are responsible for co-ordlnatmq
the programmes on the Dfound and they've got a division of skills. The
initial idea when we were looking af programme co-ordination was maybe
one programme co-ordinator who'd be responsible for programme co-
ordination because the co-ordinator gets more tied into ensuring that the
administration is functioning, doing fund raising, PRO work, those kinds of



jobs. That was leading to a bit of weakness in the programme co-
ordination because 1was sucked in for instance if there was a crisis in
maintaining the organisatioR financially or whatever then that takes one's
time and I would be pulled out of the field, out of co-ordination of on-the-
ground work and that is why we needed more effective programme co-
ordination. I think also because we've expanded from a very lo(:~~ Idnd
of way of working structurally where there were few pf'ople then people

- - have" tended to go in their own>directions and' think weYve-gat qutte-a
lot of strong people, quite individualistic people, people with quite a lot of
initiative. and. then the tend enev, without any kind of focusing of the
organisation, has been that each person is going their own way" So
we·ve got one going off on one track maybe with literacy and then
another one going off on another track with buildings and another one
going on another track with training and another one going on another
track with co-operatives so you find the organisation was becoming very
dispersb&i And there wasn't much integration betweer. the different
areas of work because there wasn't a way it was being integrated. So
there was a need of havinf,J a direction as an organj$,ation because we
were starting to question, well what is Akanani because some of the
programmes had become so individually oriented and for quite a long
time we had been talking about the need for integrated programme
planning where the different skills we've got in the organisation work
together in a co-ordinated way because that wasn't happening. That
was also where we see the need for more programme co-crdlnatlon to
ensure that we have clearer plans for what we're doing which are in line
with the needs of the projects that we are supporting or in line with
particular programmes that.we've organisationally agreed on as priority
areas. Hopsfully that's out of consultation with the people we're
working with.

TSB: So when did this more integrated approach coma into being?

MW:< You sel, i~is in being and it's not in being. We've been talking
about this since the er J of 1990, you know, it's being discussed.

TSS: So it's a process?

MW: Yes, but even now there's more we 'can do on implementing it. We
discussed it in one evaluation we had in October 1990 but we never
managed to fully implement that because people were still very much in
their own sections and there wasn't a strong enough management. I
became co-ordinator soon after that and I think I was the first Co-
ordinator to survive for any length of time.

TSB: What were you doing prim to being co-ordinator?

M\rV: I was in the co-operative section. On becoming co-ordinator it was
really a question of defining that area of work and I think that because



there had been a lack of leadership in the orpanlsatlon it was really quite
difficult to get an organisational direction going and to enable some kind
of effective management to begin.

TSB: It we can go back even further historically, what was ITSiDU and
what was its mission, how did it come into being and then how did that
change into Akananl and why?

M\fV: If We go far back into history then ITSIDU, which was the
Intermediate Technology and Smallindustrias Development Unit, was
started by a husband and wife couple Rob and Anne Collins and they
oi'iginally came to the area at the request of the local priest and some
other people who had been supporting a women's group which had been
doing needlework and so on. So there was this women's group and the
people who had been supporting them were leaving and basically thev
were looking for a way forward for this group and through various
connections they came across Anne and Rob Collins who felt like
wor~dng in a rural area and who had been doing silk-screen printing in
Johannesburg and thought 19t'.$ start a sllk-screen printing co..operative in
a rural area.

TSB: $0 that was Tiakeni?

MW: Yes. They started off training two members of that old women's
group '.) for the first six months to a year it was just those two who
were ld and then they brought In the other members and trained
them lll). So they were doing that from 1978, In 1980 Tlakanl was
established and at the same time they established ITS!DU. It was still
Just the two of them but they formalised it as ITSIDU and its main
function was to provide ongoing support for Tlakenl and other similar
initiatives that might crop up, S'Obaslcallv it was support for one specific
Co-operative, Tlakeni, Initially and then support for others that might
emerge after that, The next co-operative was Twanananl textiles co-
operative in Mbokhota concentrating on batik work and that was in
1984. So the history of ITSIDU was really from that. And then as they
were in the area Rob Collins started looking into sanitation and doing
some work on pit latrines but that didn't go very far. He left in 1985 and
Anne Collins left in 1986. They had people helping them temporarily or
voluntarily at different times along the way, Then the other areas of
work grew out of that. Literacy was initially within the co-operative
groups because you were trying to teach them to run a co-operatlve but
then they were illiterate so then how can they deal with customers. Say
the customers speak English and they can't speak English, how do they
dS1t.1with the customer? If you're not numerate, how do you fill in an
invoice 01' how do you add up and monitor your production systems or
your cash flow? So that was how literacy started and it grew out of
that. Again the technical aid service started when one of the co-
operatives Twanananl needed a building and so we said let's have



•
someone design a building and that was the first building we did. The
second was for the co-operatlve at Pfananani in Venda. Then of course
people saw thE~services and other requests started coming up. Like
literacy that started off in the co-operatlves but then other people in the
community started getting interested and Involved in that. So that's
what it grew out of. Sa then by 1989/1990 we could see that we were
no longer an intermediate technology and srnall industries development
unit; Thatwasn~t an appropriate title, "nobody in tha-areacotrld->
understand what the hall that was and if you tried saying it over the
phone to a donor in Germany or whatever and they also didn't get it and
you run up a phone bin. So we didn't feel it was really describing what
we were about and that was when we went through a process of looking
at so what are we about and what kind of name would actua.lly define
that mere cl~arly. So that came out of changes that arose after Rob and
::;:-/~m'ehad 11611:. There was a group of people left here who started
exploring wh,~t are we about. These five people at the end of '86,
beginning of 181 began saying what are we doing here and looking at
how it CGu~dchange and grow and out of that is where some ofth~ other
programmes, s'a~\the lit. racy became more dominant and ;)15 a crucial
starting polnt in terms of development in such an underdeveloped area
with such low levels of education. So it went along and started
expanding and also there was this big question of looking at it a bit more
in the political context of South Africa and that's where some of the
thinking about saVing we need to develop organisation, we need to
empower people through organisation to take control of their lives, we
need to look beyond a project level at a broader development level which
also addresses the causes of underdevelopment and so part of that is
building people's orqanlsatlona but maybe the actual development
activities and proleets can be a very good building block for that so then
looking at some of the development activities we're engaging in as also
tools for organisational~ empowerment rather than end products in
themselves. So that was some of the thinking that came about. So
then through '90 we redefined OUf aim which we came up with as being
to provide educational services that build self ..reliance and democratic
organisation for the economic, social and political development of the
people of the Northern and Eastern Transvaal. Internally structures are
collective externally prcrrtotlnq social movements with a capacity to
carry forward the transformation of social relations in society. With that
kind of aim or mission statement I a name lil<ethe Intermediate
Tet;':hnology and Small Industries Development Unit was a bit irrelevant,
and we also wanted a name that the people from the local area could
identify with more closely. We discussed a number of options and came
up with Akananl, We didn't want an acronym - there are too many of
them in South Africa - we wanted a name' that could stand on its own.
So we decided on Akananl which means "to bl,ifld each other" as we
thought what we are about is building each other through organisation.
We also carne up with the slocan saying "Unless we organise we'll be
washed away just like the soil and rocks are washed away". So it was



that kind of thin~~ingthat came in: the aim that we defined clearly I the
name we agreed on and even the slogan to go on the letterhead and the
agreement on ,the latterhead'whiqh hadn't been there before, we hadn't
had ar,,, logo or letterhead. The letterhead is representative of all the
areas of work and includes the slogan and so on. So that was the
culmination of that process. But then from there I thlnk we've been
struggling with how do we actually implement the process of those
"beatltlful ideas practically.- At the same time expanding the organisation
and dealing with what Is involved in expanding an organisation. At the
same time the political context is changing and we are dealing with how
do W~ then Impact on that context, how do we adapt to cope with that .
There ar~'Ghangtng funding snvlronrnents Which have different pressures
and rsstralnts and we've had to adjust to all of those. I see it as a
prccsss that we've been in for six years,

TSB: Sci the couple that came in the beginning, who funded them?
o

MW: There was just one funcer, Bread for the World a German church
organisation, which funded iTSIDU from 1980 and still funds us today.
And in, 1988 . they,were stili the Sale basic tunder, we got a few small
bits but they were still the main basic fundsr but there wasn't a helluva
turnover at that point with only four people or so. Then part of the
changes was going on a funciing drive, broadening our finanCial base to
support the broader vision we were having in the programme, Bread for
the World used to fund us 10Q% but now they give about 15% of the
budget.

TSB: Is most of your funding from overseas?

MW: Yes: Oxfam, UK; Hlvos, Holland: Dlakonia, Swedish Independent
Churches; Bread for the \I\forld, Germany; Cedar money; money from
l<agi50 trust which is European Community money, Canadian Embassy.

TSB! Do they normally fund the project as Whole and leave it up to you
,how you channel the money or do they fund specific programmes?

M'N: It varies, some is institutional funding, some is more specified.
Also we come up with our programme of action and a budget and we
send that out and that forms the basis on which we are funded. So it's
not that We' just decide what we're going to do. with it, we've already
decided what we want to do and we market what we're going to do and
if they agree to b(JYinto what ws're going to do then they finance it.
OUf major funders are fail'ly flexible in terms of where 'Wa actuallv
allocate the funds they give us within the overall prcqramrne [rut there
are soma who specify speclflcs so say the literacy programmEI or the
adult baslo education proprarnrnes will get speotf J funding which is for
that programme only, not for other things.



T86: A!<anani is one of the few development organisations that is
actually based inns rural area, How do you see that rural context
impacting on what you do?

MW: ! ti1inl{ it has quite a big 1m-pact on the way we see things. We
participat~ In ,8 lot of natlonal forums and we tend to find ourselves
hav,ing Ell. different perspective to other people. Maybe perhaps it's also

. the dist~nce wner·!r\Ne are maybe "doing our own'kmd"of thinking outside
.the line of some other streams of debate. We find ourselves, in theA' ,_

" longer run il1line \lvith some leading development thinking, we think.
.Thers have been ©a$6S where the line that we've been pushing, say with
the Urban SectQJsNetworf(, has been I~.tlghed at or we werel thougi~t of
as troublesome. ,Now lt's becoming clear to everyone that waive 9,Otto
take the i.ssue seriously and so I think it gives us a particular
perspective. It also means we have to work very hard to keep In tOUGh
with What is gOing 01'} s~ a national level because a lot of debate happens
around Johannesburg QI' between Johannesburg /Cape Town I Durban
and unless w~ actually work at staying in touch we get left behind.

TS8: Is that' one of the reasons that you got involved with S;ANGONET?

MW: ~e$, we-sse a great potential for things like electronic mailing and
'networking. 'If peQpl(:juse that we can be as in touch as anyone else.
We can be getting information at the same time as everyone else in '
Jo~'burg or Cape Town and we can respond at the same time or fa$ter';
'vVe've'been linked up for a week and already we've got people attending
a conference we're organising in the region who've' heard of it through
thiS. 'VVe'regetting to a meeting next week in Johannesburg which we
prOQably WOUldn't have heard of if we hadn't been On this. In terms of
,SANGONET speoifically we need more organisations to join up to make it
more Workable but we also need the people who are on it to use it
effectively But it does certainly, tor an organisation that is based quite a
long way from the major centres, give us an opportunity to stav in touch.
We've also got phones and a fax machine $0 we do our bast, we try to
maintain contacts with people who can also feed us with information,
I

TSB: How would you describe the socio-economic setting. of Akanani?

MW: In the Regional Development Forum the chairperson said that in the
Northern Transvaal the people are facing a protracted encounter \~ith
hopelessness, I thought that was quite an apt description but.because i~\
was quite a desperate description '!'Ie lster changed ~tttl ij contracted
experience with hopelessnese It depends on how optlmtatio I am on the
day you catch me which line I'I! take.

TSB: I've heard thefigurWoJ 95% unemployment in this area.



MW: I think that's the only figure they've got for Gazankulu. lt's very
hard to say, there are poor statistics but I've got some statistics on this
calendar on the wall. Northern Transvaal is Region G and these are the
DSSA (Development Bank of SQuthem Africa) figures:
Economically Active Populatiop: 767000 out of about 5 million. That's
really bad. .'
Real GGP (Gross GeographictU Product) per capita: R872 per annum.

-~That .compereswlth R5900,.ifor- Region-F,·the- next-closest to us is R1826-'-- .
for region 0 which is the Eastern Cape.
So if you look at the Northern Transvaal it is the most impoverished. I
think itmaybe doesn't get the attention it needs because a lot of the
impoverished are quietly sitting in villages. So it's partly a history of a
lack IOf democratic organisation. There are four bantustans in the area:
Ga:zankuh.,t! Venda, lebowa and KwaNdebele, which is quite a problem.
It depends on how vou define the rr "lion because it's a bit vague but
there's definitely a bit of KwaNdebele and even some bits of Bop in the
west. So in terms of the South African context tt's not in good condition
and the vast majority of people who are employed in the region are
employed in government services so it's got minimal viabiiity as a region
pres91111yin the present set-up.

TSB: Most of the people who live in Gazankulu speak Tsonga. So what
is the difference between Tsonga and Shangaan?

MW: It's basically the same, so I could also say most .ot the people in
Gazankulu speak Shangaan. It's baSically the same although historically
there are different roots. SLIt we use them interchangeably. I have never
met anyone who can clearly tell me the difference but you find
variations' between what is spoken here and what's spoken in the Eastern
Transvaal or in Mozambique.

TSB7> So in terms of the government's "homeland" policy, ·Ga2ankulu is
the "homeland" of the Shangaans? Venda for Vendas? Lebowa for
sePedi? KwaNdebele for Ndebele?

MW: Yes, so you've got a number of languages and a number of
administrations and different armed forces for each. So the situation
doesn't look very geod. If we look to the future, if the bantustans are
really gOing to be disbanded that puts a big question mark over
employment in the area as those are the major employers. What
happens to c)lI the clerks sitting in Giyani, sitting in Thcvandou? The big
issue you have to look at on a macro ..economic level is how do we get
some kind of sustainable economic activity going in the region? And of
course we've got big population growth, more than 50% of the
population is under the age of 15. So just look one generation ahead and
think what that's going to h1q~an. We've also got a great majority of
women - 62% are women. So it's a bit of a mess.



TSB: Turning from that macro perspective to Akananl internally, how do
you do evaluation procedures both of your programmes and of your
staff?

MW: Well there are different ways that we're doing it. The one thing
when we were discussing the structurat changes is that part of those
changes are not only internal management changes but also We've been
building"extenlal"£:!c'cOuntabi1iw. 'Ai1d"tl1o$etwo'go very much h~\nd in . ""-' ~
hand. So from being a group of people calling themselves a coH~!ctive,
inward-looking at Akananl and deciding what they wanted to do ~~san
independent collective, part of the thinldng for the need for management
changes was that we are here to serve a particular constituency and that
we need to be accountable to that constituency, And an integral part of
that then is that internal management structures should make the
organisation accountable to that constituency, rather than accountable to
itself only. VVeare setting up a system where we have a six-monthly
assembly where we invite all projects we work with plus some regional
organisations like unions and civics to come together to discuss the work
we're doing. We see that as being the highest decision-making body in
giving direction to the organisation. After that a council is elected
annually. We. just elected a new council about a month ago which is
then meant to supervise and guide the work of the staff. That is
obviously from iii distance but at least they keep on ensuring thar we
keep on direction. They also approve annual plans and annual budgets of
expenditure. So it's not just up to a group of staff sitting saying we are
a collective and we're deciding what we're going to do. it's quite
important to see that lt's not just the co-ordinator sitting at the top of the
pile, it'~b actuauv trw co ..ordtnator trying to ensure that the organisation
is tollowlnc a direction that has been consulted and agreed on in a
broader fmum ~f '[leople including the users of the organisation. We're
still struggling to see that fully implemented. WaVre struggling internally
with some people unwilling to lose the freedom and power that they've
had and also stl'uggling to have the management skills to actually make it
work.

TSB: I've been very impressed by the level of staff development that
Akananl engages in. Is that. a conscious policy decision?

MW: It cer- ~inly 'vas a cousctous dsclslcn that wejve got to engage in
sto:f i.Je~·elopmentand it links to the consclous decision that we've got to
empto , pbople from the region. That means employing people who often
start off with few skills but that means a commitment to building up their
skills and certainly we made a conscious decision some time back that
we've got to bulla black leadership, we've got to make sure we build
women's leadership as well and have a gender balance in the
organisation and nave people from the area because it's people from the
area that are going to sustain this in'u1e longen' term. We often complain
lnternallv that We don't have enough of a structured staff development



programme but certainly we're making a pretty massive investment in it.
Not everything can be totally structured but If everyone is getting the
opportunity for development, for getting on courses outside of Akanani,
for participating in Akanant and participating in discussions and
evaluations internally that should also build an understanding of what we
are doing. i thin!< that means we're on the right track. There has
certainly been Dig investment in staff development and there are plans for
that "In fact one of mrrmejor donors"has-questicmed-the-extent"to which "- -
we are seeing that need and l'rn writing back and saying quite firmly that
they should think again about what they are saying if they want to see
black empowerment and if they want to see the organisation really being
rooted in the area With those skills to hand.

)\
,!
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Tsrew: So that is one of your future objectives, to empower local people?

MW: That is our present and\)flJture objective. It is something we've
"(,'-li\)

been implement.ing for the past three years and the majority of our staff
is from the region but it's an ongoing process. I think the other thing
that we're hi the middle of is ensuring that accountability to a base,
seeing Akarrani as an assoclatlon of development projects and
organisations rather than a group of staff providing services. We're
getting there in terms of the formal structure in terms of a new
doctorate ccnstitutlon but we have to see it in action and build that and
that takes commitment from all sides. So I see that as an ongoing
process. I think the other thing that we're in the middle of as an ongoing
process is getting higr levels of efficiency, to make sure that we're not
just good thoughts, nice political ideas, but that we actually can produce
the goods, that we can match' or better what other people can offer in

" terms .of development. It's not just to secure our future although it's
essential to securing our future as an orqa.itsatlorr, it's to secure
contlnulng development support for projects in the area.

TSB: Do you see any specific growth areas within Akanani? Any area
that seems to be getting more prominence or bigger?

MW: There are present growth areas and there are future possibilities.
With the Winter School that we started last year we've trebled in size
this year Which is obviously something that is growing and we hope that
will continue. What is also quite exciting is the involvement of COSAS
and SAOTU and getting more teachers from the area to be committed to
running that. Last year we ran it with a hundred students and we had
one full-time person from Akananl en it and three full-time people trorn
Ere - one full-tlme in adrnlnlstrattcn and two who were teaching and
helping with administration, and all at one centre. So we had a lot of
NGO-provlded support and we also had a temporary administration
person. This year we are running with one full-time Akanani person, a
temporary administration person and more voluntary support from people
in, the community through SADTU structures in particular. So we've



eJtp~.lndedthe thing and at the same time we've decreased the NGO
n;;l~f~On$ibmtyfor it and I think that's part of Akananl's strategy of saying
V\.1i?) don~twant to b~ like a monster octopus running everything we'd like

organisations empowered to carry out development. I think welre
gf.0®ing that kfnd of potential wittJ the winter school. Obviously there are
hicccrughs and it might not run as smoothly as if we had tundralsed for it
ourselves a year ago and brought in six people full-time to run it but I
diink it's got other-achI8ntages. t think it also give$; It-more-austatnebnltv

the longer term because there are people in the area committed to run
The other potential area for growth is the whole area of loan financing

and we ara looldng into group lending. We've been tal!<ing about group
lending for a long time. It's very small scale money lending. The most
famous international example is the Grerneen Bank in Bangladesh. The
individual borrows but they guarantee as a group. With the Grerneen
model small groups of five people who each get small start-up loans and
get bigger loans as they repay and so on, So that's something that we
.want to get seriously off the ground and I think it's got massive
potential. I think to operate somathfng like that, a large scale credit
scheme, that's where you also begin to need pretty firm management, it
doesn't mean you can't consult or have some kind of democratic process
but yo.u need to know there are basic controls in place. It needs to be
fun in a very buslness-llke way.

TSB: What would you see as some of the successes and failures of
Akanani that other organisations could IE:~ -n from?

MW: One of the ongoing successes is that we survive and we're in a
rural area. I think we've done quite well to build it to the size it is and to
give it the prominence it's got on a national level, I think it's pretty well-
known. It's got a reputation which is (:juite hard to live up to at times but
I thinkthat's also important in terms Of being in the area we're in and it's
certalnlv lmportan- in managing to stay in touch with the finance to
maintain it. I think it's important for people to see that being in a rural
area is possible that we don't just need to be in Cape Town or in
Jo'burg, that we can get out. I think we're also going through the
process of management change, althc-tqh we're still in the throes of it.
know there is dissatisfaction with it and there are problems that it brings,
there have been conflicts around it but I think that's pretty much to be
expected and the fact that we've managed to get through that as an
internal process ., we haven't been pushed by donors, we haven't had
outside-people imposing on us - we've actually managed to take through
a process of change which is putting in different structures and I thlnk
that's quite important. l thlnk it's quite ~:nnificant that we're rnanaglnq
to do it and we're still pushing on with it. Hopefully it will be successful
in the future but it's hard to change organisations, I think we should
acknowledge that and that we've been managing to change it is
important. I'm starting off on the more internal things but that's where'
have to look at as the co-ordinator of the organisation. I think we've got



quite a few interesting programmes that we're engaged in, In the past
we had an organisational workshop here that I think it's a shame that we
didn't follow up more on it or utilise it more but I think we ran it quite
effectively. It was the first of its kind to be run in South Africa and we
involved support from Botswana and Zimbabwe which made it a
Southern African venture.

TSS: ..What was the historY'1lf how vcuceme-to use the organisational
workshop?

MW: I think we'd already been engaged in using some community
building processes and there was already a lot of thinking around
education with production and through contacts we had with people in
Zimbabwe and Botswana in co-operative development there this was a
model that we were seeing in use and we thought we should .trv it. So it
was bit of an import in some ways, an experiment, but I think that's one
of the streng1hs of Akanani that we do experiment quite a lot which I
think is also irtlJortant. l:Iart of the experlrnem 14\,/8$ for us to say okay
we're not sure of this method welte hearing t1f.)outso let's try it and then
at least we've got the skills and the experience in-house and if we see
applications for it we can use it, so we weren't dedicated to an ongoing
proqramma, we were interested in getting the skills. I'm struggling a bit
at the moment to see where tt is applicable and how applicable it is in the
present projects we're working in 'cos I prefer to see it feeding into
specific projects rather than just being something on its own. It should
be a tool we use in the development of a particular project, a particular
community but l'rn struggling to see in this context how we can utilise
that. i think we've gone quite far with our literacy programme, it's got a
lot of weaknesses still particularly around curriculum and materials
development. We still need to improve the skills of tutors, there are
some weak areas, but in the South African context most literacy
programmes are also full of weaknesses and we've got the thing running
and we're trying to tighten up in curriculum and so on and I think it's got
a lot of potential. I think we try and use popular education creatively.
We're doing a lot of work linkir.1dcultural groups and development,
development with cultural activity - that's something important that can
be strengthened and built up and that other organisations can utilise and
learn from.

TSB: What do you understand by popular education?

MW: I think it's a method of education and learning that's learner-
centred and linked into the context that people are comif','g from and it's
building knowledge as a group rFJtherthan yiving knowledge or pouring
knowledge into people. I see it as very crucial in empowering people in
education processes- ! think we should be clear that it's a method of
education and not a thing in itself although we can teach it as a method
in the same way that you can teach someone to be an educator, so



teach someone to be a popular education educator but I think we've got
a little bit confused and we need to be clear that this is the method that
should be feeding into all our areas of work and utilise it as a method
and not as a thing that stands on its own. Theatre-far-development is
part of another method that falls within a broad understanding of
popular education. I think we can use theatre, we can use role-play as a
medel, like a code (as Freire uses the term) in development that can
mak-e 'people aware- of certain-things;'···

What else, is exciting here? I think the fact that we've got so many
different areas of work under one roof and that we try. even though we
struggle, to integrate them. I think the multi-disciplinary aspect is
interestfnq. We've got 18 full-time people and a lot of hangers-on and
on the periphery we've got the tutors and so on so it's quite a lot of
people. Itwe were a literacy organisation we'd be a big literacy
organisation and if we were an enterprise development organisation we'd
be a pretty big one in terms of the NGO sector. The fact is that for the
variety of areas of work we're actually quite small in all areas and I think
that's something people don't always realise. They think we've got 18
full-time people doing literacy but that's only one out of the four major
programmes that we're engaging in and people must be aware of that:!
The integrated approach that we're trying to take is interesting, unusual
and in this context useful. It has developed, we've responded to the.
actual circumstances. We haven't been able to turn to an organisatio\)
down the road and say you do the literacy, there hasn't been that so
we've had to set it up.

TSB: Are there any other organisations like Akanani in this area?

MW~ There are other organisations in the Northern Transvaal and I'm
sure they are all a bit different from Akananl, There is Hlotlolanang in
Jane Furse which is further south. They started out of health care but
they are becoming more of a community centre. They are trying to look
a bit more broadly. I think they are looking at literacy so they could
develop into something in terms of being multt-dlsclp 'nary and they've
got the advantage of having started from more of a community base
whereas we didn't start from much of a community base. But they
haven't yet got into say enterprise development.

TSB: How do you think Akanani is accepted within this community?

MVv: That is very varied. Some people don't accept us at all and we've
always had difficult relations particularly with the Gazankulu authorities
and I think the history of it has made it difficult because it really has
started as outside people who haven't made much effort to really get into
the local community or to understand what's going on or to respond to
local needs. The fact that Tlakeni started doing silk-screening was
because there were two people who knew silk-screening and felt like



working here. So that history was difficult and when I look at other
projects like Hlotlclananq or Ikageng, they started from much more of a
community base and that's an advantage. It's always been outside
people (up until the last few years) who've been employed here, who are
running it and controlling lt so there is stili a perception that the local
people that are employed here are hot fuH participants and as much
owners of it. But 1 think that perception is beginning to shift as people
see the changes"in the organisation. - Also with the- structural -chanqes
that we're going through that actually involve local people in the
management of Akananl, I think that's beginning to shift it. Things like
the winter school where local people are actually involved in running the
thing again shifts perceptions, they are beginning to change. Also with
political changes we're beginning to open up better relations with say
tribal authorities and now with the new administration 10 Gazankulu
there are possibilities of more acceptability at Giyani level. Through
development forums engaging With OSSA and lOT that is changing the
government perspective. With the youth we've got quite 9"od support
and acceptability because we've been seen as linked witf1 the liberation
struggle and the youth league through the activities of individual
members of staff. We've been seen as very much ANC-based which for
the youth of the area has been a positive thing but for the authorities it's
been a negative thing. So I think it's very varied. There are some
projects. where we've messed up like Tlakenl where they want us to be
their mother and we don't want to be their mother. They think we
should bale them out and we say we'ro not going to bale them out but
at the same time we haven't provided them with effective business
support services which we could have done. There are other projects
where we've been more effective in providing support and they think
we're great.

TSB: Why do you use such a lot of drama at Akananl?

MW: There are a number of reasons. We work mostly with the most
impoverished parts of communities, we work mostly with women, the
region has something like 65 % of people who are functionally illiterate so
we work mostly with the illiterate and if 'lOU want to start any form of
education tnen you've got to say: "How are we goiag to do it?" You
can't just stand up and lecture in the traditional sense so that's where
we've always been looking at different forms of education, more creative
forms of education and teaching. The crucial thJng to me is confidence
in education. I believe that all p/';ople have the potential to develop and
what stops that development is me blocks that get in the way and a lot
of that is lack of confidence. If we can develop people's confidence then
that is a starting point where people actually start learning. In our
methods of teaching we have 1.0 find some way to build people's
confidence because unless a person is confident they are I:)~g\\'Vingtv
engage with the prOCi9SS of learning, they are not going t()' struggle or
grapple with the issues, they're not going to try and find solui1icm$



themselves ~they're not going to learn basically. Through engaging
people in drama, games, exercises, a~ .srnall group discussions where
they are given space to speak and be heard. that's all part of building
confldence which is crucial. I think another reason we use drama is that
ies enjoyable and that certain individuals at Akanani are particularly
interested ir it ..thev come from a drama background so they want to
continue, so it's a mixture of practical and objective organisational
.reasons and lndlvlduaflstlc -reasons. But I think any effective organisation
will combine the personal with the organisational and get a balance.

TSB: You are leaving now and going off to further your studies and work
at the same time. Whp,n people ask you about Akananl, how will you
explain it?

MW: A brief explanation of Akananl: Akananl is a non-government
development orpanlsatlon based in the far northern Transvaal w""'\ch is
one of the most impoverished regions in South Africa. We are working
mostly with the most impoverished parts of that community, mostly with
women. We are aiming to promote educational services that build self-
reliance, that build democratic organisation. We see it as essential to
address the causes of underdevelopment so we look beyond just a
project level and we see a lot of the development we do as tools for
building consciousness, for building organisation, for empowering people.
As Ibng as we can take people beyond just a project level to look at'
adcresslnp other areas. The main programmes Akananl engages in are
adult basic education which is mainly literacy work and training; vve also
have the infrastructure for planning work in the technical aid service, we
do some agricultural support for agricultural projects we work with
enterprise development trying to help village and co-operative enterprises
mostly with training, business advice and hopefully in the future with
financi.1g. We have a Basources Centre which is used in assisting
students with career guidance and additional studies, !ike Winter Schools.
We engage in a lot of networking in all our areas of work. In literacy we
network in the region and nationally. Also in the co-operative work and
planning work. Akanani sees different levels of working: frorn n project
level. which is trying to develop models of effective development both in
terms of the content and also in terms of the method of working. In
literacy we are looking at effective literacy learning at the same time the
effective empowerment of people: engagement with building the
organisation, engagement in the community - that can be a model. That
we can use as an example of how it can be done. Then there's the
networking level which shares what has been learnt here and other
places and also strengthens organisations through them being linked and
having a common voice. Through networks there's a level of lobbying
for space for development, for appropriate people-centred approaches to
development. So we look at the project level, the networking level and
the lobbying level. We are looking at linking project to local to regional
to national issues. That's what Akanani is trying to be about. lt's got its



\f\ieaknesse8 and problems but I think it's quite an exciting· organlsatlon,
\) least it's struggling with many of the issues even ltIt's not finding all
the answers, I've really enjoyed working here and I've learnt a J()'li:and
grown a lot. i hope I've contributed something and I hope it moves
forward, I th.!nk it's got a lot of potential. We could spend r.ours nit-
picki,ng and pulling apart ail! the problems but the areas of r.;onmct go
with the creativity. ''If ,ws/;had everything aU sewn up It would proilably
-be the end of Ak~nanL\i !/think tr~-changes wefre-ffrJIQ,g,thrG!~gh, at-the
n;tgment are going to be esssntlel for sustaining it into the futur.e and
fl~i'~Jngit to grow not only ,~ size but in eff£)ctiveness as. it coheres.
(/ ~. .~.

TSB: Thank you very much.

(.~ ()



Interview wjj;h Mlkl? Abrams and At"loe Nayilum!}

.Mike Abrams and Abos Nayiluma both work in the Twlsisa Learning
Project, the adult education division of Akartani, Mike Abrarna is involved
with ortianisational development and Aboe i\layiluma is involved with
popular education. They are both primarily responsible for the lisa of
drama at Akanant and thus qlre crucial people to interview. It was
decided"to i~~9rviewthem jointly as they work very closely together.

TSB: How did you come to be using theatre-for-development, popular
education and drama to tho extent that you do?

AN: When I joined Akananl popular education was not so "popular", It
was still quite new I maybe Mike can explain how it came to that
situation.

MA: 'The real route was that there was a job for co-ordlnator and I 'a
besn to visit Akanani a few times and known Themba, Nomsa and Peter.
They had advertised in the newspaper once but they hadn~tgot
satlsfactorv replies '~O they agreed to suggest to a range of different
people to applv for the job. So I applied for the job and said yes l'rn
interested in working here but I'm not interested in being a co-ordinator.
What I'd like to do Is popular education and drama. They said okay
corns and be a ce-ordinator for a while and when we find somebody else,
then you can do 1;:'at. Nornsa had started that with the literacy group
and people were interested in expanding the work. It hadn't gone very
far by the time Aboe joined in 1991. I worked as co-ordlnator until the
end of 1990. I'd started doing a few things but it was very much tall<ing
to people and finding out what they were interested in and making
contacts. It really got going in 1991.

TSS: Aboe, how did you become involved in Aksnant> I believe that you
went through a couple of processes be1ibreyou were employed full-time.

AN: I first knew Akananl through some relatives but I started working
here whet I the AIDS play was started. I was one of the only two people
who attended the auditions and then \ISle started dOing trt$ play evan
though in the beginning it was very slew, Then I went to Namibia to
attend the popular theatre conference \?n how popular theatre can
address community issues and problems. We divided ourselves into
different grt'upings who were lnterestee in dance, drama etc. Then we
started sur 'eys where we gathered information on how the people were
living In the community and then we made rote-plays out of that, They
were role-plavs tnat encouraged those communities because we Invited
them to come and watch, We then performed them for those
communities and when they saw that those role~plavs were about their
problems then they got involved in discussions about how to address
those issues. When we left then soma people had all the isslies that:



were raised written down and they said that they were going to address
them. I went to Namibia on contract for Akanani and then came back
and did the,~2irganisational Workshop (OW). 0

TSS: live seen the drama piece from the OW. On the tape it's called
IV Animation". Can you tell me what that drarne was about?

-AN~··-It was about the whole < PQtiosophy -b(:,\hind·the organisational
workshop, about how organisations dew::lop and the Idnds of problems
organisations are likely to face. The OV;~was an enterprise .. people work
and produce something and then they g~~paid. When we did the play
we based it on the book by that Brazilian man •.de Morais ~about the
theory behind the OW. He was addressing the economy and how it
works and how it developed from the very early stages up to where we
are. In the Vf' , early stages there were the hunter-g~therel's then it
develops through time to the co-ops and mechanised industries.

MA: The play exptalned the theory behind the development of divisions
of labour because in the enterprise the people took a division of labour
and so it's obviously critical to the whole running of the enterprise.
There wers also some Interestlnp bits about the bad habits that we bring
from our life styles, our backgrounds and our.culture into orqanlsatforis
and what effect that has on the organisation.

TSS: You seem to use the terms popular .theatre, community theatre and
theatre-for-development quite int~rchangeably. What would you see as
the difference between those thr~:r terms?

AN: From my experience of the places where those issues were raised
then I think people are doing the same thing. We are just doing, we're
not really thinking of what to name the process.

MA: We're doing all ilhree. Someone would describe "Romeo and Juliet"
as community theatre, somebody else as theatre in educatlnn, somebody
else as popular theatre - I think they're just different sides of the sarns
thing. We went to Zimbabwe about two years ago on an exchange an;'
there was a long debate about whether resistance theatre is dead or not.
It changes and depends on where a community iSI what are the interests,
what are the issues. We haven't spent lots of time here. debating and
that's been one of our issues with the organisations from the urban
areas. They're very busy debaurrq those Issues while we're too busy
doing. We're doing theatre where we try to use It to educate people and
to build confidence/ to empower people, to address issues, to get people
to think about issues and to have the confidence to stand up in front of
an audience and do whatever they're going to do.

Ai\I: We also use it as a mirror of learning. To give you an example
when I did traininfJ for the Lernana SRC then they were going to meet the
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council so they needed training 'in how best they can deal wit!] that
situation. So we made role-plays about that meeting and what might
come out and strategising about how they would address various
problems raised in th~ role-play when they pop up in the real meeting.
So here is where theatre and creative methods of doing things are used.

MA: That reminded me that maybe because we haven't spent time
. - among ourselves-or other people in the north debating-what-kind-of -->

theatre or .drama we do, it's also made it easier for us to use it in a
whole range of different situations. In the way .that people debate it
there's a definite break between community theatre and organisational
development. They don't fit easily together. We haven't boxed them
like that so there isn't a problem" they seem to flow into whatever kind
of work that we do.

T58: In ottier places there seems to be a divide between organisations
doing theatre-far-development and development organisations. Why is it
that at Akananl these two are used together? What is it about Akanant
that is special that allows that unusual combination?

AN: I think it's because we are here.

MA: I thlnk it's because we keep on dOing it, no matter what obstacle
we kept on pumping.it out and doing it and facilitating it.

AN: In the process people really felt the effectiveness 'cos in other
places they think these are children's activities hut we have been very
consistent in doing those activltles like singing and dancing and showing
their effectiveness. Through lowering their resistance we've managed to
fllter through and get them to acknowledge the effectiveness.

rSB~ I find it very interesting that although you haven't talked about
this, you seem to have a common strategy. The two of you seem to be
working on it In-the same way.

MA: We've talked a lot about how to go forward. Often around a
particular organisational project there's a lot of joint planning and
working together. We haven't really sat and reflected on it together like
now. We haven't said what have we done over tns last two or three
years or what is this thing we're creating at Akananl and its unusualness,
It's grO''Vn all over the place. In the last year its grown from trips to
Brazil, to the Waterfront at Cape Town, to AIDS plr;ys. So we haven't
sat down and reflected but we have strateqlsed together.

TSB: Tell ··neabout going to the Waterfront in Cape Town.

MA: Tha Yo~mg Peopta's Theatre Education Trust in Cape Town were
initiating thai. They were interested in people from up here going down



to perform there .. The Wictoria and Alfred Waterfront were keen to have
people plus things from the co-ops at the amphitheatre there. I think the
idea was that we bringcthe groups and they pay for transport and
accommodation but due to a comrnunlcation misunderstanding it didn't
work this year but it's going to work next year. So that's like a busload
0: dancers and people from the co-ops going down to Cape Town for a
week-end of performam' ·S. So I don't know if that's theatre-far-
development-or community theatre.

TSB: I'd like to ask you some questions about the videos I*ve been
watching. For instance the two plays done by the women from the Elim
market. Firstly, how did it come about that they did a play about their
history? And secondly what happened with the play about the nurses
and how the market women are treated by the nurses?

MA: J'II do the market one because that started in 1989. It started out
with Nomsa who attended a popular education workshop gil/en by some
people from the Dorris Marshall Institute in Canada at HAP. I visited here
soon afterwards and Nomsa was working in the market with the women
and literacy. She wanted to collect their history as a project for the
group so she did a whole lot of interviews and then she typed out the
interviews. When I was visiting I had a look at the interviews and we
thought it could be a very nice play. So we made a play first as an
experiment. Nomsa, Themba and I did a play on Nornsa's difficulty on
writing her exams at UniVen after her release from detention. Nornsa
took a whole of notes of methods on how to do popular theatre or
communltv theatre. I went back to Cape Town and she produced the
play on the market and that was produced for International Literacy Day
in 1989 .. It was a celebration in Johannesburg for the Transvaal region.
It was the early days of the National Llteracv Co-operation. So people
went from here to Johannesburg to perform that play. It was performed
a lot after that at the market and at the bi-annual Hluvukanl literacy
festivals. Then people started getting tired of the play and said the
market women must get other plays because they were coming back
three or four times with the same play. So they did that, they made
other plays.

AN: The play about the labour ward at the hospital and the problems
with the nurses. Last year we had Thursdays as our cultural daifs with
the Elim Market cultural group. Each time we had different topics to
address, We would maybe say let's look around us and see what's
happening or maybe we'd lust have a t~ongor a question that someone
would ask and then we'd discuss those issues. It might be something
someone had seen during the week or some issue that is affecting the
community. Out of those discussions we'd say let's look at how that
really happens and then people act those things out and thereafter sit
down and discuss them - why do those things happen and how can we
address them. I think that with that play there were some proposals



about how to address the problem. So itwas a weekly event Bnd most
of the subjects came up from the group and then we'd try to analyse it.
Sometimes we discussed AIDS, domestic violence and such things.

f, "':";'F;:::"''''''-''<~~

TSB: At the end of the labour ward play there was a suggestion to 00
and show the play to the nurses which was met with a lot of resistance.
Unfortunately the video ended there, what happened?

AN~ They didn't go. They elected a delegation to go and request a
meeting with the nurses but they didn't go. When we met the following
week and asked for a report-back then they said they didn't go. There
was quite a lot of resistance because of the attitude of the hospital.
These are market women and the nurses have a difWrent class, they
have a position and at that time they didn't have that confidence but
now maybe some can do it.

\ T56:. So in terms of being a piece of theatre-fer-development where the
aim is ~ocial change and empowerment, the fact that they didn't go and
take It to the people l~\9howere at issue, does that make a failure of it?'

AN: I don't think taking that play to the nurses was the main aim but the
aim was to sit down and reflect on that type of situation. It might have
been a tactic to take the play to the nurses put the fact that the issue
has come out and been dealt with meant it has raised consciousness and
built people's understanding about what is actually happening so people
get aware) - it's like opening people's eyes. So in those terms it wasn't a
failure.

oMA: I would say that what we were doing at that phase was building
the leadership of the market and I think people have taken a lot of
leadership through the literacy and the cultural atternocns and plays. So
when I think of development I think of it building leadership. I think we
must be careful not to try and romanticise something: the market
women find it difficult to go and confront those nurses because there's a
class difference and you can't wish it away easily. So if people can
realise and see where the limits are and build that consciousness then
that's the sense of that play. The other thing about that play is that lots
and lots and lots of people watched us because we had it in this little
room in the market and everybody would crowd around as they moved
through the market. I think it helped to popularlse the whole idea of
drama and a lot of youth came and joined. It also made another kind of
space because it was very definitely a progressive thing. We were tovl-
toying and singling ANC songs and ANC slogans. It was also a
progressive space out in the open in Ellrn. I remember one time that we
ended but everyone was so hot from dancing that we went out into the
market and we were tovl-tovlnq in the market which Is a very unusual
thing. The market women have done other things alonp with that to help



create i'''#!p;~ $pact:! E1<;ehaving a picket for literacy, they've had AIDS plays
out in 11)8n,th~Y've had a festival out in the open.

TSB: WhEln I was speaking to Mike yesterday he suggested that one of
the. reasons why Akanani as a group haa accepted theatre-for-
development and popular education so easily - apart from the function of
your two personalities - was that you are in a rural area. Do you think
that ts true? Do you thlnlctneetre-tor-devetoprnerrtfs particularly'suited
to rural p ..,.... - ~

AN: Yes, if we compare the rural areas with the urban areas then the
rural areas are less-resourced, people don't have a lot of things they can
use. So this methodology was so successful here because in the first
place it's very cheap and secondly because i~eople in the rural areas still
have thelr culture which is still very strong. Theatre is part of human
nature and in the urban areas it is very much commercialised but in the
rural areas people have got time to sit and to listen. If we compare urban
and rural areas, in rural areas people have the time to sit and discuss
together.

TSB: In the urban areas that is normally the argument used against using
theatre-for-devetoprnent: it takes too much time.

AN: And on the money side of it, here it's free but most 01 the groups in
the urban areas do it for money.

MA: I think in the rural areas the community cultural practices, where
the community gets together and does cultural things, are still.
widespread and there's a cohesion that there sometimes isn't in the
urban areas. I also find people are freer, it's so much easier with games,
you don't even have to warm people up or anything. You just say let's
take a character and make a role play and people get into that quite
easB{. Once you've got ver that first thing when people are reserved
then people take to it v ,'I easily,

T5B: You've been tall<ing about the drama days that the Elim market
group has had you tell me more about that?

MA: The Market Lab has been running training workshops in the literacy
groups here. There was a start with that with the Elim group and then
there were requests from other groups but then we shifted our strategy
into training the tutors into doing that because it would be very difficult
to run parallel processes of literacy groups and drama groups. It was
also not well-integrated into the literacy method so it would start taking
people away from the literacy into the drama, It also made confusions,
because if this and this days are literacy then which days are drama days
because it was being set aside as a separate thing. So we shifted and
tried to teach the tutors to use popular education as a method of which



drama in' aducatlon is a part. It also Incteased the number of people ,who
were doing the drama. \,The market women's pla\;lJthat they took to the
Lit~racy Fsstlval-ftrst in Johannesburg, and then to the first regional one
for the northern Transvaal, at the regional one there were very few
dramas" maybe three dramas and the rest were all different forms -of
dance or choirs and then at the Festival last year in April they were
almost entirely dramas. People h~d picked it up from the other areas and

. -so it's spread in -that kind of way', ~We should be-doing tratfting sometime
this y~ar for the regional literacy essoolatlon for popular educators for
their(3ieachers to use them to spread out into other projacts. '

T5a: I was watching a video called literacy training which seemed to
have either groups of learners or tutors performing all kinds of things:
some did adance, some were, singing, some did a play. What was that
about i

AN: That was from a popular education workshop with the co-ordinators
of various" other organisations and projects like the co-ordinator \,~
Pfananani and the one from SEPROF"(Sekhuniland EdUcation ProJea;;<:'J
Forum). '"

MA: .,That raises another issue. (r~ouwere asking why the method of
popular education has become rl~oreaccepted at Akanani and I think lt's
also because we've fun a lot of v\\orkshops. That's created its own, , ~ , "

cycle, both of other people asking t~~more workshops and also gaining
acceptance for Akananl that we're doing training. I think those
workshops have helped a lot.

e,q T5B: We talked earlier about the trip you did to Nar."~ia and I'd, like to
ask you about the trip to AU$tralia ar:u:Lthefeedback you've had from the

,.-:.::::;:>

person who went. >"

AN: She wants to go to Brazil so she obviously enjoyed herself. What I
heard was that theta were lots and lots of things going on. There were
groups from all over the world. Even though at times they did have a
chance to sit down and discuss what was going on and talk about it, the
workshop was very busy.

TS8: Did she bring back any documentation?

AN: She 'has written a report which she'll be sending to LIS soon.

MA: What happened to the post conference 'cos i was saying that
USAID dropped us. Is that true, 'cos I don't want to smear their name if
it's not true?



AN: You ';Jan't be so sure with USAID. Woerl I checked with Kentse
Makgae she said the other people had not yet sent their reports and that
might be why Kentse is delaying the workshop.

TSB: While we're on outside events can you think of as many theatre-
for-development or drama in adult education groups as possible? I'm
trying to find other organisations that use theatre-far-development or
'drama in-adult education specifically. . -- - .

MA: "Action Workshop" in Cape Towni Jonathan Muthig~ at r::AP
(Community Arts Project) in Cape Town; New AfriCa in Cape Town.

AN: They're all in Cape Town, for a change try PPHCN (Progressive
Primary Health Care Network) in Pietersburg; they. were the ones who
first started doing the AIDS drama and they've now got a group doing
AIDS education using drama.

~A~ Culture and Working life in Durban hove got a course for training
educators, io,fact the outline is in that box and they're using it quite
extensively and the people who are helping to run that are at the
University of Natal's Adult Education Unit: Astrid von Kotze etc. The
Soyikwp Africa Theatre Institute is doing training of people in theatre-tor-
development. A~soMangwere and the Yeung Peopts's Education Theatre
Trust. I can't thtnk of others.

TSB: It shows how unusual Akananl is. How many of those you've
named are in a rural area and how many are development organisations?
None, that makes Akanani very special.

AN and MA: Yeah!1

TSB: Mike mentioned to me last night that you've started.r» use drama
as a reflective tool in organisational development. Can vou elaborate an
that please?

AN: What! was saying about Lemana a while ago about how the .
participants sat down and drarnatlsad and role-played the very situation
they were going to meet. We said let's have the SRC and the Council
with the way they will act and ;' shave and their attitude and let's meet
and discuss the very thing we're going to discuss. So when they sat
down, the role-play was about the meeting. An interesting thing is that
they tend to forget that they are students in the role-play and they
behaved just like the council and when they went to the meeting it was
just like the role-play and by then they had their strategies - okay if this
happens, then this is what we're going to do. So that is how we're
using it.



MA: I think we've used it also to make people think about themselves.
In the leadership training workshops and we're in small groups discussing
different things about the qualities of a leader, we can make a drama
about that. We can use a drama to reflect the discussion. Another way
that we've. used it with one of the organisations is that if you're trying
to surface the problems in an organisation then drama is a good way to
surface it. Often it comes unconsciously, it just pops up and the group's
c~1fughtwith the knowtetlge; trcen'tescape out ·ofthe group so !TO\N
people can't deny I don't do that in the organisation or I don 't behave
like that. It comes out in a non-threatening way often among a lot of
humour. So in the early stages we did quite a lot. of that we've used it in
a way instead of small group discussion which a lot of people use in 00.
We use drawing with them quite a lot too - draw your organisation, what
does it look like, how do you see it, drawing it at different stages of the
process.

TSB: I'm interested to hear about your connections with the Theatre-for-
Development Network. The Annual Report claims that you network with
them - what do you actually do with them?

AN: You see the Whole idea of networking came up at the Namibian
conference. What we saw ourselves iLi trying to eo was how best can
we as theatre activists share our skills. One thing about the people in
those groups, most of them are not from the development field, they are
trainers so the whole idea of sharing skills was the issue going to be
addressed.

T58: So in fact the Theatre-tor-Devetoprnent Network grew out of the
Namibian conference?

AN: Yes. It didn't exist before that.

MA: I think it also grew out of Aboe's perseverance.

TSS: So what do you do with them now on a practical level?

AN: Have you watched the video of the Venda conference? The
Network grew into that.

iliA: I think also the Market Theatre Laboratory has helped us in the
training programme that's another part of the networklnq. The Australian
trip as well brought us together and around that there was a lot of
contact. I think it needs to be said that vou need to wake people up if
you want them to network from an urban to a rural area. Someone said
to me the other day in Johannesburg that Akanani has been largely
responsible for creating a rural consciousness among .Jo'burq NGOs and
there's a neeu for such a rural consciousness because SoyiKwa has been
to Chakuma there's some kind of link there - they've had some festivals



and thev'vs sent some groups there but that's not a 'formal part of this
network. But outside of that, little has happened. One group from
2'.imbabwe with Mike Manane came here but other than that there's been
very little coming this way.

AN: last week we had the Market Theatre Laboratory with "Julius
Caesar'; •

MA: I think the Market Lab have been the most consistent to us over the
last eight months or so.

A,N: Two groups have attended there at ~heMarket Theatre r .stlval,

T5B: If we can move from that very wide, macro level to a very micro
lavel; how do you go about preparing a "lesson" using theatre-for-
development?

AN: Let me give you an Dcample of doing the preparation for the work at
Lemana. You see as the facilitator of a process and as a trainer vou'vs
got a direction. You' can't just go and say okay we'll do this - you've got
some ideas in terms of the end-product and that vision of what you want
to achieve out of that training so there is an art of mapping out what you
are going to do. You can lead ~okay after Irrtroductlons this is what we
want to do, we're going to do some revlews, what do I want to achieve
out of the reviews and after the reviews think what will be in the
people's minds. Maybe some people will be wondering wr,at is actually
happening, then you do some input and thereafter perhap .. you can
gauge okay at this stage people are feeling this way and then you can
do some role-plavs. And thereafter you can reflect and say let's see
what we have learnt so far. That's the basic art.

1'SB: It sounds to me like you need to !<now the people' that you're
working with very well because you keep on saying you've got to gauge
where the people are and gauge What's \:;oing on in people's minds.
Surely you can only do that with people that you know well?

AN: That's why if it's people that you don't know then you are very
likely to change your programme and to keep on adjusting so it has to be
very flexible. It depends on that art.

TSB: How do you plan if it's got to be flexible?

MA: Well one of the things is that we don't give people programmes
because they build up a whole set of expectations and it's very difficult
to change a programme. You know when you're facilitating and training
something pops up in d group or organisation then that's the time to deal
with that thing· then. If you're using drama and something grows at
that time then you don't want to say that was that learning and now



we?re on to something else so forget about that. Maybe it's
undemocratic btlt;!t'iS quite difficult in a democratic situation if you want
to chang,~ th,~ prOgramme to start negotiating with people, it can take
vou two hours to come up with something that is the complete opposite
of the workshop and then you can really have a problem. There have
been problems Jwith that approach. Some people attending our
workshops OO(('t like that approach - maybe they like the security and

··need to·l<now·~~actIY what-to expect. But we-'vegot clear-subjects-end .
goals and people\~re clear what they are going to learn in the workshop.
I thlnk the other thing is that our workshops are developing - they are not
0p~ncourses. We did go through that in 1990 and then we shifted
strategy. Before when we had a manaqement course then anyone could
come for management it's rather dke(~ted within a group like popular
education for tutors so it's not training for something, it's training to
make that orpantsatlonal process stronger. Aboe did a whole lot of
training with these guys who we{e trying to start the building workers
co-op, the Hetasanl building cOioporative. So it was training and using

<) popular education to strengthen their organisational process. Similarly
with some of the OD work that we do it's fitting. into a particular goal.
'That's what I pick up when you say that we need to know who the
people are. The way that we do that IS because we. drive long distances
we use a lot of that time to do planning and sharing our understanding of
where we think that g.r'Qupis at. Another thing we do is split the tasks
so maybe for popular education we have a r,enerai sense of where we're
going to because we're on our second course and then we'll split: okay
it's your chance to do the programme and It's my turn <'() organise the
food, the transport and the logistics of the workshop. So we'll share it
like that and whoever has got the task of the content needs to go and
reflect and see where we ended up last time and how does it fit into our
overall process of where we're trying to go to and come up with a
workshop deslqn.

TSS: 1'm very Interested that you said you need to be ' 'lth a facilitator
and a trainer, what do you see as being different about those two?

MA: We're back to the community theatre debate.

AN: Someone was just saying at lunch that we don't train tutors, we
educate them.

MA: Okay, I'm facilitating the trip to Brazil as well as sometimes making
processes happen in staff meetings or in other ty~e$ of meetings. I think
if you check when we have meetings with the tutors and the co-
ordinators then Aboe and I facilitate differently to the ether co-ordinators.
Training is teaching someone a skill and you can use facilitation as one of
the methods to teach them. So I think when you do an 00 process, I
think this is what's happened with one of the organisations that we're
working with, we're facilitating a whole lot of processes for tnem: mayb-sJ



it's conneotlon to' a HAP training course, or helping them with their
funding document. So we're facilitating funding for them and helping
them along but nO'Wwe've noticed that accountability and management
structures and goals are weak so later on this week we're haying a
training workshop which probably means we'll facilitate the training in
that particular skill . .Thet's how I would make that division. .

TSB: 'One-oY'the-papers j came 'across lnthatbox' was a course ena
Pl"Op~rtvless Theatre for a Propertyless Class, can you tell me about that?

MA: \j\le didn't do that, I know the history of that concept but that
doesn't help.

'?

AN: The last time we discussed the whole methodology of popular
educadon wtfgave the example of the Slim Market where the people just
come tQgether 8Qd make a play withou.t any properties. That is where
the whole issue of the urban/rural thing comes in because on this side
the AIDS play doesn't use a tot of props.,

MA: I think "Julius Caesar" from the Market Lab is a good example of
that. .Julius caesar, came in with a lot of props and a whde combi full of
equip,fnent. They couldn't come by taxi. Similar:y with the voter
ed!Jq~ationplay, they had a lot of props - to bring them up here for one
p~rformance cost R2000. Qr,teof the things. that fed into my
und~rstanding of theatre and drama was the Durban Cultural Local of

(FOSATU thatstarted in 1984. They plugged into this Europeanidea of a
propertyless theatre for a propertyless class - it's only using their bodies.
We've picked up on that idea because, as Aboe said, of the environment
we're ln. That's one of the nice things about Lernana's "Julius Caesar"-
they've made it their own, They need to be subsidised to produce a
"production'lik,e that but the subsidy is very small. That document you
fQun_~,now rrlaybe when I first came here they didn't have anything
def~nedfor wha\~I was' going to do when I stopped being co-ordlnator
and Iwent thro~)gh a whole number of papers for the collective so we
could come to $ome agreement about what is this thing welre trying to
build. So maybe it was related to that.

TSH: Between the two of you can you identify the various ways in
which you have used drama like you've used it with the Lemana SRC and
the Ellm Market women and the AIDS play, where else?

MA: We've used it with building confidence in a youllg group of women
in this village, the Shirley Young Pioneers and in the literacy plars and in
our literacy work generally. We used it in the organisational workshop
and we've taught it at Giyani College of Education.

T5B:. What are you actually doing at Giyani Colle\ge of Education?



MA: I think we1re doing a lot of things. I think the bigger goal is actuadv
to get teachers 1-q use it in their teach!ng prectlce, The smaller goal is
we're teachibi. acourse to third year drama students this year. Last year
we taught flnal, fourth year students around using theatre in the
development process ~wtin a very wide sense of development.

\\

AN: The reason we ar~' t~aching the third years this year is they needed
the timato practice the- skills;" .. _.. ,. . . . ... ~ " .. -' ... ... "'- - .

MA: It's also the ideaof being someone who acts on the sttuatlon and in
order to be someone, who acts on the situation you need to have certain
tools. So w,:; also did like listening skills with people because if you're
going to act on a sltueticn using that method then you need to listen
very carefully to what the community is perceiving to be their problems
and needs. There is also a need to make teachers aware that in the
community they are actors s.id they are facilitators of processes. Also to
help them link with development, wh~~~does underdevelopment mean,
how can drama help i:ind 8i:llSlstwith the process.

AN: Still 011 the questlca or how we use the drama. We used it in the
VAT general strike at the Or. Bazaars.

MA: You know there were people working on the hill here arid there
were Akananl staff and there was ~his issue of do we close for the
stavawav protesting VAT and the full-time staff at Akanani ,;,.,cidedto
close but we wanted to explain to the people working on the hill why we.
weren't going to work that day so we made a play about VAT. I think
that play was one of the better things that VVI., did because in a stran~e
way we had h1is confrontation between pro-VAT strikers end anti-VAl"
strikers and people got into it and started chastr1g one another around
and it started getting a bit serious as people got into their roles. I th~!:'k
people were acting out fears about Inkatha/ANC conflicts and how they
actually build up and people were experimenting with how they build up
and wt~_~rethey go to and things like that.

AN: People were chasing one another around the hall and throwing
stonasl We also used it on Mayday to show the relationship between the
boss and the worker and how they shifted as situations become more
complex in South Africa.

MA: The relationships of the bosses have become more violent but in a
sinister type of way, it's no'[ overt violence. We used it when we trained
Hetssanl, one of the building workers co-ops. We used it in a .
management and fund raising workshop in 1990. We drarnatlsed the
whole funding process. We started off the training side doing open
training courses where anyone from any organisation could apply but
then it was such a diverse group and fe'Uo\/,,-upand support for
organisational processes were difficult so We only ran twa of th6rn. S'i-



:'Ive had two one-week. courses and then we decided we should shift into
Toc\Asingon speclflc organisations so the thing we did immediately after
that vilas a project evaluation for one organisation. in 1990 we ran
workshops at Ikageng, a stuov project, w~ining people in how do you
make a popular theatre WhE!l1 you go and make your research first of all
around a topic in tile village and 'then came back, put it together and
iden'ttty the issues, then put on a play and then lead all the villagers in a
reftectlon process around the play; ,We've done "Romeo and -Juliet" and
njulius Caesar" and a lot of festivals, at Messina, at the Phataborwe
Children's festival and at literacy festivals. I think in the last three years
there have been about 12 festivals, At a festival anyone who wants tc"
come, comes with their act from their particular drama group. We
network through FOSACA and perform. There's choirs, dance, poetry,
drama etc. Sometimes there's a lot of items. At tl fe one at the Elim
Marl<.et there Wera about 8 hours of open-air festival. We've used drama
at different times within Akananl, There was an exchange progra;mme
with some Mozambicans and they came here and \ • s~ant one rli1,ght
t~gether and we split· one group was on South Africa and one was on
NliozambiQUeand we just talked and than. just 8 way of sharing the
etlperiences we did some .trama as the report backs.

D AN: Actually it started because the question was raised f What's
happening in Mozambique and so they asked What's happening in South
Afrlca., We decided that instead of sitting down and discussing what is
happening, let's do role-plavs, Questions were asked like how do we
treat people from Mozambique here, so we split into two groups to
discuss all these issues and to answer all those questions and then did
the report-Lacks in the form of role-plays.

;:1SB: So I saw the report-back on what is happening in Mozambique
~/,o/becajse there were a whole of things about Frelir'no and giving money

and about Rename.

MA: We've done a scripted history play about the rebellion in Venda in
the early parts of 19190. We didn't f:nish it because the man who
scripted it disappeared - tnat's the only scripted thing we've done
besides "Romeo and Juliet" and "Julius Caesar".

AN: There was the trip to Botswana, We did a play on co-operatives
and how they develop, function and work and the problems they
encounter. How workers come together to form co-operatives. W(J were
invited last June to attend CORDE, the cultural organisation's, cultural
day and most of the groups brought plays that were educational so we
chose co..operatives.

MA: Wasn't it also International culture day? Wet, ,'t people also trying
to g~t that going? While we are talking it's occurred to me that there are
two things at the root of some of these things. The one thing at the



roots of the trips and exchanges is that when I came in 1990 I worked
with ~.group of youth from this village and a group of youth who had a
drama club at a high school in V"aterval and one of the things I was
getting from them was that they just wanted to jol with this drama.
They wanted to use it and go with it but they wanted to move around, to
perform ..to see other places, to meet other people, to go on a [ol with it ..
Then in working with the union those were also the feelings they

.. expressed and that's o.l4e of the reasons why the group has-lasted - ~-.
because the group has jailed to Durban and Johannesburg and Zimbabwe
and all sorts of places on holidays and performances and festivals. So
that's ant) of the roots that this has grown from, just that exposure and
moving around. The other thing I learnt in the unions is don't talk too
much about culture, just do it. In the beginning in the unions when the
CO$ATU cultural structure started I was very much surprised that we

(. .
never used to have king debates. I come 'from an intellectual tradition of
long debates and nobody used to debate anything, they just used to
perform. There was a lot of debating gOing on because there was a lot
of.\$I:l~ri99 and some of those festivals used to be 12 hours long and you
We'fA;.! together with people from all over the country for quite a long time
and you don't sit and watch for 12 hours so there was a lot of talking
going on. They always made sure when we went to those COSAl'U
festivals there was always a canteen so there was a lot of buzzing and
onaring and talking about methods and things like that. It was never
formalised in debate or discussion or paper pr.Jsentations which is a
useful tiling, but we haven't done a lot.of that debating the intellectual
side of it here.

TSB: That. Venda conference seemed to be touching on some of those
things.

MA: Those people are from the city and in the city they love to debate
those things" nlah. blah, blah, blah. But I think it has been one of our
difficulties with theatre, you know our relationship to the city. That
debate all the time and we don't seem to be debating those issues. In
the city there is a lot of debate, it's intense, there's a lot of ideas beinq
thrown around but at the end of the day I don't feel we're in any way
behind them, that somehow WP. lost out because we didn't engage with
it - I don't feel that. Maybe ~fpeople came here more regularly and
worked but that might be because I'm arrogant. It's also because people
coming here are very positive about what they are learning and seeing
but there's not lots of that. The other thing we've got is this exchange
which I think is d first in South Africa ~an urban-rural exchange. As a
deliberate thing we say we want people to come here with community
theatre skills from an urban area 10 come and share that here, Also to
take whatever we're dOing back to wherever they return to, \Ne've got
somebody coming in August from the Zimbabwe Association of
Community Theatre (ZACT) and somebody from the Alex Arts; Centre to
spend four months here and then they return to their communities. What



happens after that is a bit open-ended but we'll see how it goes and 'we'lI
have to be flexible. We've never done it before so we'll take it from
there. It's also being sponsored by an apartheid cultural institution - the
Foundation fnr Creative Arts. The other thing we haven't covered is the
map because as a unified region there have beer, rural demands coming
forward in a serious way and some of that's been through Aboe with
Aboe organising conferences and some of it's been through me and some
'of 'it's ,been through evervbodv participating especially in the working-
groups. Issues around urban, rural, race and class were raised in that
process. We had a delegation that could have turned Aboe grey in
organising that. We had seventy people in the delegation and on a
national level I think there was a very strong rural presence there and
that was a very good thing.

T58: So Mike how did you come to popular education and theatre-for-
development?

MA: The truth is! went to a UDF jol where they had bands playing in
Athlone and my friend Marlene was there and we were chatting. I was
sender a job 0; anything to do and she said we're doing this play f~r the
million signature campaign for the UDF, you know lots about history
come and join us, I didn't know anything about drama although my llfe's
been dramatic. So I went off and joined them. Growing out of that, four
people established Action workshop and that's when I startec.to learn
about it. There were three people out of the four who w:e'\~~skilled:
Jsremv Cronin the poet and Andrea Fine who was an actress and
Marlene who was a very skilled director. We learnt as we went along,
made workshops up and we did a lot of work in organisations building
cultural wings of organisations in the Western Cape, builolina a whole
buzz within the UDP orqanlsatlons in the Western Cape. So that's how I
got there.

TSB: And you Aboe?

AN: I started doing drama while I was still at school but when I joined
Akananl we started looking at how can that be used in development.

TS8: So neither of you have got anv formal training in drama?

MA: No and we're quite happy about that. I think also Tor me one of the
things about drama here in the northern Transvaal is people like
improvised drama ~ I've also experienced that in wmking class
cornmunltles. It's very easy, it's like that Brecht poem you were copying
today"· drama happens everywhere on the street corners. Sure there's a
lot of training and debates and discussions that happen around
improvisations but we didn't want to capture that method and start to
box it and say this is the northern Transvaal rural method and you can
study for three years and get a degree In it. We'd,be killing the process.



I think we're products of a process and we're helping to keep the
process gOing.

TSB: But what about encouraging other adult educators more broadly to
use it 851 a method. Certainly in my experience of adult educatlon
training the use of drama is given minimal time. How can you encourage
people to use it, t~king the point that 'IOU don't want to box it and give it
as a·degree'? ., rnsarr ultimately that's my main research questforr;

MA: That's a difficult question. To encourage people to use drama we
need to raise awareness.

AN: But it's funny, the media is using it quite a lot, you see how they
dramatise all of these things.

TSS: But people don't think they can do what's on TV and they don't
see that what they are seeing on TV has got a place in an educational
setting. The problem seems to be that education and drama are very
divorced.

MA: I think it's also that adult educators are not creative. I think that
the one thing about Aboe and I that's not coming out when we say our
backgrounds is that both Aboe and I are creative people. A lot of the
work that we've done, we've created new methods as wa've gone
along. a's not like we've had books from CACEand books from ERIP,
we've thought it out. If It was his chance then he's come with a
method, We've had support from methods that we learnt on a course we
did at CORA - Community Development Resource Agency in Cape Town
which is about facilitation and group leadership - I think that's helped. I
think that we're creative people and that spark of creativity lives inside
us and that's why I said you can't box it or-mal,e it as a degree ·because
it's something that your own creativity has unlocked and you're busy
with your own creativity and then you introduce it into your work. I
think there are quite a few different people at Akanani who do that. So I
think the issue is not to teach adult educators these methods but it's to
unlock people's own creativity. With the popular education with the
tutors we could have said after nine days of training you now know the
.rnethod and can use these techniques but we've kept up the process of
workshops 'cos we've got to build people's creatlvltv. That's really the
issue: linking education and creativity. How that could happen at a
place like UCT l have no idea because that's the complete opposite of
creativity. That's the-unlversltv that I know better so i don't want to say
anything about any other university. i think there needs to be a whole
change in universities. When we tried in a course in 1985 ~a "Women
and Emancipation" course for third year socloloqv students - to introduce
drama then the whole department came down on us - that's not a
teaching method we use here. We're challenging people1s'power, the
lecturer suddenly has to get creative when the lecturer has been reading



the same lecture notes year after year because once you've got tenure
you're there. I think the pq~vway to get that right is to put it in the
oonstltutlon '" the censtltununat right to have creative education at school
~ because if it's not a cor-strtutlonat right then it gets bargained off
against a whole lot of other rights and it comes really low down.on the
education scale. I think all education needs to be creative for it to be
successful. But how we convince other people, I don't know. I think
-we're getting a-repi;ltation-anp ~-think your stt!dy t$ going to 'help with the - -'
reputation. .,

TSB: i must say that every time I've worker! with adult educators and J
a~ways use drama, they've taken to it Iik"3ducks to water and thoroughly
enjoyed themselves and really learnt a lot so they are not anti-drama,
they are just not aware. In other kinds of educational training it's
completely absent. "

MA: ! don't know hov ') facilitator can facilitate a course Without
anything creative in it. A wonderful person Came and gave us a course
in supervision but for five days she stood and talked to us. At i1J!nimum
most of us lost 30 ~40% of that workshop because we were bored
because it's difficult to concentrate tor five days in a row deeply
examining the nature of your organisation. I don't understand how
people don't see the need to have something creative.

TS8: Thank you 'for all your input but I can see you're both really tired.

MA: Va, we're working hard but it's flowering now in all sorts of
directions. I think you've got to be open to your own powers to change
things. I think that's critical because it challenges your power as a
teacher. If you're not prepared to experiment with the slogan: "Each
one, teach one", then you're not prepared to be creative and so you can
forget drama. In the union one of the things that happened was because
people got into that thing to challenge then SADWU had many internal
struggles, One of the struggles was that on a national level the drama
people came together like a semi-cohesive caucus within the unlon to
launch an attack for democracy, more worker control within the union.
At one point in 1987 that only involved the people doing drama in the
different regions of the union. So I think that power is very critical.

TS8: I think that power being taken away from them scares some
educators.

MA: I think one of the problems I'm haVing with the "Julius Caesar"
group is that this is the year of challenging Mike's power but we haven't
worked out a constructive way for it to flow into the group. Last year
we were all new and we were getting to know each other. This year the
twins are much more confident than last year and they are also
challenging the other stronger characters in the group, they also want to



be part of the leadership and give direction an,; so i think you've got to
see it and then give the space for people to come forward and take
control. That's my last thQ1Ight for the ni'ght.



Intervi.ew with A§trid Wicht about the OrganisatiolLal Workshop
l\ '

Astrid Wicht is an architect in the Technical Aid Seh/ice division at
Akananl, She played an integral role as a technical il)structor in building
in the Organisational Workshop. She was interviewed\ because it was felt
that her perspective on the Organisational Workshop V\I,es necessary to
understand that p'ibcessc9tter.
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T8B: How did the idea for the Organisational Workshop start?

. AW: OWs originated in South America with a guy named d\3 Morais.
don't know wh9 brought it to Southern Africa but Zimbabwean and
Botswana co-operative organisations started running these Q\JVsand
Thernba and Freddle from Akananl participated in an OW in Botswana
about two Of three years before we did ours. Thernba was the 'main
initiator around the whole initiative and we decided we would test the
whole methodology here. 'The other issue was that the metnodoh?gy had
been developed in South America where the context, although similar,
there are d~.fferences.. The theories are based on the class stratifications
in South America and the eUfferent characteristics of class
consclousnesses. What we were hoping to do here in the first one te be
run in South Africa was to see how we can begin to adapt the context
and to match the methoooloqv to the context and to See where there
were dls-svnohronlsatlons and how we had to adapt it to our context in
the northern Transvaal. So that's how it originated and then we also got
asslstance from other NGO people who had run or participated in OWs.

TSS: How did the actual process run?
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AW: The actual six weeks? With an OW there are three sort of streams
running parallel in a way. You've got the organi~ational development
side which is ths hvpothetloeuv; temporarllv real exper'ence. Then you
have the theorettcat aspect and then vou have on-the-job work. So it's
education with production and that's one of the OWs underfying aspects.
We were looking particularly to engagel people from the northern
Transvaal from a. range of projects - from co-operatives to unions to
youth orqanlsatlons to study projects - basically trying to invite all the
people of the t, pes of organisations that exist in the northern Transvaal.
'There were also people who were interested from Cape Town and
Transkel who participated. We were g()ing to offer in terms of vocational
skills tralnlng: building, agriculture and weldlnq. So those were the three"
focus areas. We had about 75 participants. So the day before the start
everybody started rolling in and there was a massive logistical problem of
accommodation and water which at thait stage was even more tenuous
"than it is now. We had one toilet in the whole of Akanani and the
washhouse: was nearing completion - that was one of the logistical
problems of pre-planning so we had to erect temporary showers and dig
some pit tcllets and stuff like that. So the 'first three days of the OW the



participants are fed and were hosted by Akananl. In those three days
they are given an organisational problem: this is their work that Akanani
is offering them. This is their work and there is payment for that work.
Their task is tel organi$e themselves into a suitable organisation which
can then function for the balance of those six weeks. They negotiate
around centracts and skills training and they get paid according to the
work they've performed. So after the first three days they'ra basically
on thelrcwn. Akananh:$oesrr't supphrthem with food but they have
their accommodation. So from breakfast on day three they've got to
feed themselves $0 they've got to organise themselves in such a way
that they Can start earning. The people also decided which area they
wanted to participate in .. the building team was the largest, I think therewere about ,32, and we built Hetasanl Hall. That whole agriculture area

••that you ca!h see li\iw was bush and trees except for a small part that
Vicky was cultivating. It Was )fl1fenced so basically they started from

o :;f! scratch, clearing and erecting a fence and by the time they lett they had
"grqwrls crop. The b~.Jildjngwas the building of Hetasanl hall from
"sqratch, We,had cleehJd the site before hand so the site was ready for
them to 'Nark on and the waJding was all the welding required for the
,bLliftUng and forthe gates and thir3S for the agriculture, They had to
organise their own timetables, they had to elect their committees. They
had t9 get their ,catering teams together. So their days were basically
,their own and the evenings was the theory side where the methodology
, was unfOlded over the six-week period trying to link it to the South
African context.

{\ TSB: Where did the play fit in?
\l

AW: The play was part of the theory. So because people were feeling
Ii that a lot of the concepts, like class concepts and labour power, because

of the low level of literacy, it would be far easier to grasp them through
drama. The play fitted into the theory that ran throughout the six weeks
in the eveninqs. It was delle as a whole and then different parts were
repeated'and highlighted at different points. It was in the middle of

", W'~nt€'( and it was down at the Rivoni house. Some people were staying
ini'the garage there which we had fixed up and sealed and put bunk beds
in. The kitchen was an old shed. That's where the meetings and the

c ,', theory was.

TSB: Do you think it was a successful OW?

AW: Yes I think there were successful aspects to it. Part of organising
an OVV is the pre-work and then there's the follow-up work. So I think
maybe where we weren't very successful in our pre-work was our
thoroughness in briefing people. I think when people arrived here and
after three days there wasn't any food then we had to look to emergency
measures to get breakfast. I don't think people were quite clear about
what the process was going to entail. I also think the idea was very



new. 'When people come for training they don't exPect to par .hslr way
for training so I think that was quite frustrating for participants at times,
they got quite angry. I think it was successful, in that apparently trre
phases of development that are characteristic of an OW process unfolded
over the six weeks ~ like as a group you've got to cohere and then the
power struggles start and all those phases - there were shifts ill power
and structures and so on. There were a lot of criticisms around the pre-

- preparation. l thlnk 'on the- togtstical side the facilities here were not-
reallvadequate. On the one hand you've; sot the participants and on the
other hand you've got the directorate which we challenged the
terminology of. The dtrectorate is the facilitators ';)f the process, the
'organisers, those who have the skill's base. In our directorate we had
Themba and Hilary who WDS from Zimbabwe as the directors and then
underneath that there were different technical staff for building, welding
and agriculture. So if they were going to call on us for particular training
Wta would be available through that period. There would be contract
negotiation around a particular piece of work and inspecting, training and
monitoring the development of the orgr~isation itself. They called
themselves Ratanang, hence Ratanang hesource Centre. Hetasani Hall
arises because after the six-week process we were up to roof height and
we wanted to move ahead and one of the goals out of that was to start a
local building co-operative in the local area. We had about 15 builders
from the local area who then decided it was their wish to go through the
process of completing a building and they called themselves Hetasant,
the building workers co-operative. I think the agricultural feasibility
wasn't really assessed in terms of the input and the returns out of the
first crop. There were some problems there like lack of technical
capacity around agriculture. Welding was a very poor team. It was a
very small team shot thrOl..Ighwith lumpent behaviour, with emptoveelsrn
whelfe you need to be supervised on the job and if you aren't supervised
then you just sit around. I think the post-part was never followed up so
it was supposed to be the first of a number of OWs that never happened.
As participants in ths- broader network of OWs the participants and the
directorate of the OW have to write reports and evaluate the whole
system. So in terms of the impact on the organisations where the
partlctpants came from it's not clear whether the learning was adequate
enough to transfer in their own organisations. To this day I don't think
the documents are complete, the actual report writing. It's a very
lntense.orocess and fo:" six weeks we were operating from seven o'clock
in the morning until midnight at least. Each day the directorate needs to
asses's how people go through observations, where are potential
....oblams going to arise $0 one can be prepared for that. In other
logistical terms the participants were given their own Akanani vehicle and
tho)! had to organise some of their own materials but the majority of
rnatertals were supplied. Part of their task was ferrying blocks for the
huilding. So they were given access to a vehicle and administrative
back-up and type ..writers because they also had to keep books. So they
had to develop an admin. department and keep account of the money.



They got issued tools in the beginning for the six week period and ttley
were responsible for the storing and maintenance of the :0015. So ii's a
real situation but condensed and packed into six weeks.

158: I wanted to ask you about what it says in the annual report:
"Through the OW Akanani built its store of tools and equipment for

(which TAS organised a storage, loan and hire system. i. What does that
mean?- - -- ~-

;;

AW: We call lta tool library because w~tve got a technical ser:\~jceand
we assist with fa lot of community buildi~1gprocesses where communities
don't have. access to tools and the: wEt:dth of the organisation determines
whether We loan to the organisation or hire out. Like the builders who
are here presently, if they I.JS~AKanani tools it's on a hiring system. That
system arises partly out of poor maintenance and people not being
honest and the high turnover on tools. It's a very nominal rate but if
tools do go/missing or are broken then at least we are trying to build up a
tool fund which can then replenish our tools. So t{')r 32 builders and 15
agriculturists we had to put up a store for the eqd(pme·nt. The hire
system Is available to everyone.

TSB: in terms of the process of the OW, to what extent do you think
that that isa form of theatre-for-development?

A\fI/: It is, because for me theatre-far-development is experiential, and
that was a direct experience of What it means to get an organisation
together, to get it on its feet, to get it runnlnq, solve its problems, cope
with all the power dynamics and there were wonderful scenes rlere with
stand-up fights and people screaming and shouting at one another, to the
wonderful times and hilarity of working together, After thet they went
baek to their organisations and hopefully through that certain leadership
skills and certain understandings of leadership, ways to organise, trying
to develop a more conceptual consciousness around different issues -
what makes people tick, peasant mentality as opposed to urban
mentality. There was a big conflict between urban and rural with people
coming in from the urban areas being quite arrogant. S') there were
conflicts. So it was avery long theatre. It's an amazing process but it's
exhausting particularly being part of the organising side and constantly
having to keep your eyes open and keep checking and being aware ot
what ls unfolding and actually seeing people falling into the problems
'cbs if we caught them before it WOUldn't have been a learning
experience. For the directorate it was also a great learning experience.
think the consolidation and follow-up and trying to re-think methodology
and the appropriateness of such an exercise, we never really tackled.

TSB: That was the first time it was used in SmJth Africa. Do you think
as a result of your experiences here that it could be used either again
here or elsewhere?



AW: After the first one Inthe following ye~r we were supposed to have
run four, at least according to our pr~fJrarnme prann~ng, not on such a
large scale and based 'at other projects where they were neeqing
particular spurts of input. .We ran one mini one atitkageng Community
iCentre in Sekhuni and that ,was also around build}'ng where they were
puilding the first phase of their community centrp! but it was only for a

--'",art ·of"it,· trwasn't for the whote construction. t think "it was a thy~e~
week process so it was much shorter, a smaller group and more focused
on one area of vocational skills. And then it just slid away and never
happened. The question keeps' on popping up at evaluations; well what
happened to the OWs?(? That was in June 1991 t in 1992 we were
supposed to run 4 and1wefC?!1gne mlnl-one, and in 19931t didn't some
back onto the programr11~"plaHhing agenda. The pre-preparation is quite
eX\'P.:(lsiveif you really \}vant to be organised. Also in terms of pre-
plannl,~g,part of the problem wa~cthat the people who had been on the
OWs had an idea of what it was but for the new team who formed .part
of the directorate the whole thing unfolded, as the days went by. So I
think in terms of briefings then the input wasn't that great. We could
have been sharper, we could have been better organised. It was a
suCCP,SS but I don't know whether\.any pf the participants would be
equipped to run an OW whioh was ory.Alf the objectives. That you'll get
from 'Themba'a documents. There y(iu'll see all the objectives in each
area. I think it's a very vital way of learning and it's a pity we don't try
and organise it again. i think rnv learnings out of it was that itgives you
a broad overview of the problems in organising organisations and the
characteristics of different organisations, classes, cultures and structures
which can then filter int~ youi'"ongoing work. Not necessarllva
structured OW but a mOlTefluid OW in a way where one seta-up
problems for an orga)isation to go through and experience>and then to
be able to learn from that experience. There is a video of part of the,
process but it hasn't been edited yet, there are about 12 tapes of
footage. I remember like entering into this tunnel and for six weeks all
we did was focus on this thing and at the same time one was producing
drawings and technical information as well as doing the organisational
side and solving problems and disputes and doing contract negotiations
and inspections and so on and so on.

1/
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TSB: Thank you.
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Intgrview with Themba Mrr,vimbela

Thernba Mavimbela is the new co-ordinator of Akanani but he has beeH" "~~"-c~'"~"

workig in the co-operatives section since 1986. He has been the initiator
of many new developments at Akananl including the focus on the
development of local black people and women in Akanani, and the use of
the O!"gClni~~tionalWorkshop. For these reasons it was felt that .~.~was a
central 'jJerson to ·interview; . - - .-. - - .. . ... -_. -

TSB: When did you come to Akanani?

TM: I first [olned Akanani at the end of 1986 but I formally started
working here in March of 1987, In the past I was working with an
organisation called Shade ( Self Help Association for Development
Economics) for four or five years. I was working there being involved in
marketing and co-operative support, particularly to industrial co-
operatives, assisting them in designing and in the operation of industrial
sewing. machines and training and also in marketlnu in import and export
processes.

TSB': When you came to Akananl, what did you come to do?

TM: I applied for a job to be education officer in the co-operative
section, particularly to make the section on enterprise development and
run that programme and to be able to gjve support to the existing co-
operatives and also see to the training needs of the co-operatives and to
design further programmes that will assist the lnltlatlve of emerging co-
operatives and also evaluating the existing co-operatives.

TSB: Now you've moved into the co-ordinator's position, how did that
happen?

TM: It's happened over the veers of working for Akanani and also years
of acquiring experience and knowledge in the field that I'm involved in. It
has involved seeing Akananl changing, being very instrumental in putting
forward the ideas and suggestions and looking at how Akanani could be
re-structured as it is operating within the rural masses of the northern
Transvaal and to fit Akananl into the broader constituency of the re~ion.
My work in that area involved setting up the programme and getting the
people to understand the work that they are involved in, letting them
understand the development approach that one is moving into and also
informing people about the present debates around development issues in
the country. That is the process that has led r:1eto where I am today.
It is also through the trust I have from the staff of steering change in the
organisation and also giving support to our own black staff and generally
giving support to the entire organisation in all of its fields of work. I have
been particularly involved in understanding every aspect of the work that
is taking place within Akananl around literacy, around the technical aid



service, around the administration, around training. I have a feel for
what the organisation is all about and also being a person who has bean
involved polltlcallv has also assisted in makIng me who I am today. I
have been the regional leader of the African National Congress for last
year but I terminated my services because of what I was foreseeing
becoming and also because I wanted to further my studles in
development economics in England. I've just been back for seven
weeks. - -- ~ .. ~.."'.. - .. ..-- -~'.

TSS: Do you thlnk things will be different with you as co-ordinator as
opposed to with Mark?

TM: I presume so. I don't know what expectations people have.
Obviously on my side i do have expectations of change I have worked
with Mark and more than anyone else in the organisation before coming
to this area I was one of the people who recrultnd Mark, to come to this
area having worked with hlrn in Johannesburg .. l expect a 101: tq come
from the staff themselves and I think they also e}(pf.lct a lot from me to
offer to the organisation.

TSB: Are you originally 'from this area?

TM: No, I'm oliginally from Natal, Pietermarltzburq, I moved from
Pletermaritzburq due to political uprising. I was working with the United
Democratic Front. I left there in 1984 and went to Johannesburg but I
was still working for that organisation I mentioned earlier I Shade. Mark
was working in some of the same areas of marketlnn as I. was, but not
for Shade. He used to assist in setting up exhibitions, in rlriving and in
contacting other areas, As we know in South Africa it is quite difficult to
link with some of the white towns because of the conservatism existing
in those towns and he assisted with that.

TSB: I have been very interested to hear about the OW and I would iike
to hear your experience of that.

TM; It is quite nice that I have been instrurnental again in the field of co-
operative development to See education in production reaching out to the
broader constituency of our school-leavens and also t-o ensure that the
youth are involved in training programmes that will empower them and
produce some understanding among the youth in what field ofcareers
can they be involved in. ! got involved in the process of organisational
workshops through networking with ~'l organisation called CORDl: (,Co-
'operation Research and Development Edl.lcation) in Botswana. I'd been
working with them around co-operative development and through them I
met this guy de iViorais and got interested in the methodoloqv and his
thinking around training. I requested to be part of the training process he
was going to be having in Botswana and in '89 I got that training with
another staff member of Akananl as I saw the need for us to get involved



TM: It was similar to ours although it was done within a co-operative not
liI~ehere where it was done in a service or non-governmental
organiS€ltion. In Botswana it was dona within the co-operative itself
where other co-operative members were coming together to be ...involved
in the process, It was mainly to show the members of the co-operative
the processes of change they could embark on in their programme and
also to uplift and build the co-operative capacity to enter into the
mainstream of the economy in Botswana. The co-operative was involved
in atchaar production, had a bakery and was involved in literacy training
for members, around the village was involved in agriculture and it was
involved in building. This whole stream of projects that the co-operative
was involved in were not really well co-ordinated and to actually co-
ordinate tho~~ kinds of production activities it was necessary to use this
kind of methd~ology to refine the different productivity networks running
within the co-operative and also to ensure the viability of those entities.
That led to the whole reshaping and reshuffling of the co...operative's
nature, some areas of it did not succeed and had to close down because
through the process we evaluated that the'Y weren't that viable and we
decided to close them down rather than to keep them. Doing the
evaluation led me to see the potential of this kind of methodology. After
that I came back to Akanant which was still lTSIDU then and I wrote a
report on what I learnt, the experiences I gained. After discussing with
the organisation here' put up the proposal that this is one method we
could use firstly to take up the vision we are having within the co ...
operative sector and secondly to also look at how we build Akanani to
what we have Visualised it to be as a centre, That OW process involved
education with production rather than employing people from outside to
build the structures of Akananl, Thirdly was to see within the broader
South African context how possible it was to get the methodology
across. The methodology has been tested in Zimbabwe and Botswana
and proved to be very successful and now we were going to test it in
South Africa. I saw Akananl as the best venue to test the rnethcdotocv.
Unfortunately we have not been able to carry It forward because I have
been running this section independently, alone for several years and
there have been a number of requests for the methodology to. be taken
across to other parts of South Atrlca by people who participated in it •
The documentation around it has not been done successfully, I think
that's one of our weak points. We tried to do that in a video, all the
lectures and processes are documented in terms of videos which could
be translated into paperwork. I believe the methodology could still be

with that training. We participated and I found it a very useful tool. I
took up the issue of holding the process. Although I was coming from
the NGO having worked and been involved in co-operatives myself, I
gained the experience of co-operative hardship. The process was the
same length as ours ...six weeks.

TSB: What was the focus of the Botswana OW?



carried forward and that is one of our ambitions within Akananl, The
process is still continuing in Zimbabwe and Botswana and now it's gone
to Namibia who started using it after us.. Namibian co-operatives have
used it very extensively to develop the co-operative sector in Namibia
after independence. In South Africa I got requests from the South
African Development Trust which is a government structure to use the
process on a land issue in northern Natal but then we needed to evaluate
'~the process 'and see whether we 'coutd put the methodology across .
through government structures. and Ll fact as Akananl we can't put the
methodology across. We could inform them about the methodology but
we put them in a tight situation where we say if you want us to do this
in that area you must transfer the land that is going to be used in the
exercise to the people but the government could not respond to that.
That Was a tight flx 'for the government. As I have learnt about the
methodology we have people within Akananl like myself and others who
are capable to take the methodology across, It has been a very powerful
tool to chanqa Akananl, it has also fed into the period of change we are
going throuqf in Akanani - the methodology has helped in that process.

TSB: To what extent do you think an OW is a form of theatre-for-
development?

TM: I wCIJld say it is a very valuable tool but I wouldn't like to go deep
about it because I got demoralised because Mike did not participate fully
in the OW because he had a lot oflssues to address. It's a very
powerful tool because it addresses the imbalances that exist within
SOCietyand he had to meet the process in-between and with the stUdying
process he left the OW. The drama aspect of putting the methodology
across was a very powerful one. Even through the evaluation people felt
they learnt a lot from the drama. I think the whole OW was one form of
drama and then sections of it were also using drama as a methodology
for putting across the ideological aspects of it. in terms of South Africa
it would need to be adapted to a more South African situation. We did
adapt it slightly but not totally. If one has to work on that, he has to
look at working on the theory and concept and then adapt it to the South
African situation. Like it was, it was done in Zimbabwe and Botswana
and Namibia Where people who have worked on it have been able to
adapt it to suit their country. I think it could be very powerful and if
someone is prepared to carry that out, I'm prepared to offer my services
and assistance.

T88: I believe It was. a very time-consuming and intense process.
I,·

TM: I would say people who have not learnt or gone t~rpugh the
methodology, for a grass foots person it was not time-&;nsuming
because it allows the gras Jots person to participate, to understand, to
reflect and to assimilate properly to the process. For a person who is
intellectual or at a certain level of development it is tlme-consurnlnq



because it doesn't just rush through the process. My assumptlon ls that
it is a very powerful and useful tool. In terms of being intense, it is a
very intense process. But if any process of engagement or
development or learning is an intense process, do you see that as a bad
or a useful process?

TSS: I don't see it as a negative thing, I was just wondering because
one of the' suggestions- i was- given- was that one of the reasons "that it
hasn't 'been repeated was that it was such an intense process and the
logistics were very difficult to work out.

TM: I'd say that might be one reason but it's not 100% the only reason.
I think it's the shortage of person power to actually carry the process
across. Organisationally the support to actually carry it across has not
been distilled. I think it's false information to say because of it being
intense, it can not be repeated. There have been many calls for it to be
repeated some of the systems in place at Akanenl are through the OW
process. !don't see why we can't repeat itt the problem is that
whichever organisation would like to put it across should have sufficient
capital and the basic ability to develop itself so that it can sustain itself.
Otherwise it becomes difficult. I think that's where the intensity comes
through. It requires sufficient capital otherwise you will not sustain it
unless you are working within a grcup of 30 - 50. There are different
processes within OWs. When you see the document I think you will
understand the stages of it. It's got about four stages that can be put
into practice. I don't know how people will relate the experience of the
OW to YOLl, whether they will see it as an awful exercise or whether it
was valuable.

TSB: That's the lrnpresslon that I'm getting ~that it was valuable.

TM: I would have loved for you to ask the people who participated in
the OW and to hear how valuable it was for them. It is bad that it can't
be repeated again but we're expecting the other staff members to be able
to carry that across. I think I'll leave it there.

TSB:. If we can move from the OW to Akananl more broadly, what would
you lsee as the aims of Akanani?

TM: I think you've heard from other people now what are the broad
aims of Akananl, They are to provide education, to provide services to
the €Intire region of the Transvaal, to develop consciousness around
iSSW:IS affecting the region around development and the imbalances that
exist in the region. Maybe I have not crystallised the main aim as it
stands on the mission statement but I presume vou've got that
document. The one aim that I see Akananl as having and moving
towards is the people-centred development approach. That's the reason
why we moved towards an association. For Akananl to get grounded



and to be able to have the impact on the, structures that it services, it
was important to look at how it relates the work it's doing, to the 9

structures that it~;sservicing and also how they feedback to Akanant and
how that directs Akananl's approach to development. We saw that as a
t1,No-way process. In terms of people's development that is how one will
~ee and value the services that we give as an organisation. One of the
'other aims that I would put quite strongly is to build these CBOs
-(CommuQity Based Organisations)' that are withilTtha regrotr ln all forms
of development that they might require, to build small projects and show,
the access to necessary resources to feed into those CSO's. There are
many other alms that I could put across but I don't know whether you
want me to go in detail.

TSB: You started talking about development, what do you understand by
this term? J

(I
TM: Development is a very contused word. It's Using used in different
forms by different people with different understandings. But what. I
understand by the word development, and I'm referring to what eve just
written recently for the debate around the word in the region, is the
development qf the people themselves and their calibre. It is '{)hat the
people feel affects and should be directing their needs in achieving what
they would like to achieve.

TS8: So it's avery people-centred approach. What about the ideathat
it is a political issue?

/

TM: lt ls very difficult td',;saythat it is not a political Issue. De,,!~lo~'ment
is jointly within the political arena. Development is covered th~re in that-
whatever affects a person or affects s9rneone else in tne precess is
political. You cannot divorce development from politics, but you can
distinguish developmental activities from political activities. I think there
should be a clear distinction between what one is moving towards and
what one wants to engage in. That's one of the classical problems that
people had had with Akanani, saying that you are a political activity
organisation. That has come in different forms particularly with the
homeland structure wanting to destablllse the activities of Akananl or
clearly wanting to destabltlse individuals working within Akanani on
political motives outside of the work time of Akanant relating to what, as
themselves, they see as the necessity to create awareaess within a rural
setting where there is no consclentlsatlon process taking place. I think
for any development activist it is his or her right to create awareness in
members of the public.

TSB: You've already raised one of the problems of Akanani. What are
other problems that you see at Akanani?



TM: You know y~sterday., was reading a paper that was written, ~:yone
of the Kenyan NGO guys that was saying that they had to work with the
p.edagogy of the white liberal. l'rn not sure what he means by that; I still
have to analyse the word pedagogy, But the South African NGO sector
has been dominated by white people. I've been very vocal in a number
of gatherings throuchout South Africa regarding the leadership ability
that exists within NGOs that is being stifled by the white sector who are
maintaining and running the NGOs-while the black tsadershtp that exists
within the NGO sector ends up being the collectors of information and
11\1. the developers of the process of development. To me that is one of
~J}'Jproblems that exlsted but I think that Akanani is one of the
organisations that is addressing and Changing the process. The change
of leadership within Akartanl is a sign of this change process and we
need to see how :'.DRtimpacts on other NGOs in the Southern African
context ane"also tgr Akananl to sustain that process as an example to
other NGOs.I'kn\')w other NGOs in South Africa, l've worked with them
quite extenslvelv and their problems around trying to sustain these types
of Issues and have run into serious crises about finance which also
becomes a problem because I think the whole funding sector for NGOs
gets pushed through that system of domination. The north and the south
finance through colour, although they don't explicitly say that. Those
are some of the problems that existed.

TSS: And the Black Caucus Forum within Akanani, how did that arise?

TM: I was coming to that. Maybe before I get there, the other problem
that I see at Akanani is that we've got too big mouths to shout, which
mas been very good for the whole community and I don't see that as a
problem, but we have been very slow in implementing some ().f the issues
that we've been shouting about on the ground. I think it is one of my
key areas, in taking up the co-ordination, to deal with and address.
We've been shouting enough, now we've got to gelt back to tha ground
and reach the communities as much as possible. We've done a lot of
work, I don't dispute the fact, but I don't think we've done sufficient. I
think the external evaluation that we've had has shown quite clearly that
internally we are very strong and have organisational strength but
externally within our constituency we have strength but we have
weakness in terms of impact. It could be valueo in terms of
intellectuals who have developed in the region but in terms of concrete
results some of it can not be tested. That is one 01f the big problem
areas of our work that we cannot run away from. Okay, now the Black
Caucus Forum. It comes jointly with the second problem that I related
which was the domination of blacks. The emergence of the Black
Caucus Forum was from a debate that ernerqed in my abss, .ce and was
highlighted by the race workshop that we had just now. However, that
issue did not come up just now, it arose two years back but it got
formalised as the Black Caucus Forum now. Previously I was dealing
with the issue in the organisation as race, class and all other forms of



prejudice that existed. That I felt the victim of, particularly myself, who
became very vocal wJ:~n I joined the organisation and I found two black
people employed in tha organisation but who did not have a voice or any
proper services that they could acquire. The organisation was highly
dominated by white people but it services a black community. It had a
lot of problems in itself. I then addressed the issue also in terms of the
decisions and discussions in the organisation that were being taken and

n--finalised by-the white people before the meeting takes 'place and 'that
was a problem. And then when I sat there I had to be a rubber stamp
and I don't see myself as a rubber stamp of decisions that I have not
been part ,of. I think the Black Caucus Forum emerged from that process
but it was not grounded. We had our first race workshop about two
years back which changed the face of the organisation through pressing
ha,l"dto address the issue of class and race. That developed because
other black staff who joined by that time could not understand why I was
raiSing these kinds of concerns. I WEll; doing it because I was close to
people and I was vocal and discussing with them and quite a number of
issues were coming up and also others were not saying anything because
they were scared they were going to lose their jobs. They didn't have
the confidence to raise issues. So the BCF ~omes to where it has to be
modified and made very clear that it's post 'in how it has to deal with
issues. Mainly its objective is one, to ensure chat the .hlack staff have
the capability of raising the issues and two, that they can be confident in
themselves as blacks within the work area that one is involved in and
three, being able to fit ideas that those who might not be able to. put
ideas across in writing could put those ldeas across to the Forum cmd the
forum could take those ideas and put them across to the entire
organisation. It was not put there as"a negative aspect of the
organisation but rather as a positive aspect to balance the imbalances
that existed in the organisation and also to build in the other staff
members to develop further. I think that's the reason why initially the
idea of the Black Caucus Forum was put across. We felt it was not only
the BCF that must be put across, we should also be putting across the
question of gender where we saw the women's deprivation as being a
serious problem. We said the women themselves should be able to come
together and be able to discuss anything that affects them. We also
discussed the problem where we as men are harassing women. That led
them to creating another forum, so we've got two forums. the Black
Caucus Forum and the Women's Caucus Forum. They are discussing
the imbalances that exist in society and how they can be addressed. I
think we are one of the few organisations in South Africa that has been
able to address these issues. Portunatelv in line with the BCF aspect, I
recently attended a meeting around the IMF and the World Bank and the
black NGO members that are within those organisations felt the need to
arrange a black caucus meeting for NGO black staff and to network
around ourselves and to discuss the issue of black leadership In the
NGOs. What emerged from that is that we felt we needed to have such
a thing because the white leaders within the NGOs went ahead to meet
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with IMF and the World Bank and discuss issues of having joint ventures
and other aspects around the NGO sector of South Africa and how the
World Bank coutd be involved in the process of development in South
Africa. Now when things got tougher for them they called a meeting of
what our strategy can be in dealing with IMF and the World Bank. Now
it became a problem that's hitting them and they can't deal with it so
they want people who can deal With, IMF and World Bank on the ground
but they- can't do it because ~he"'are not the people "whcq;Jo·to the _ ..
ground, they are the people who sit in the office. It's a conflict of ideas.
At the same time we have analysed, I'm an economist myself, and the
IMF and the World Banks are big sharks that f don't like to deal with,
those heavy tigers. Th~re must be clear strategies for how we engage
with such people where the society has not been able to deal with and
understand who is this IMF and World Bank and now nil of a sudden they
must be involved with it which becomes a problem. Through that the
black leadership felt the need to come together and discuss the issue of
how we go about it and further also look at how we can change the
faces of NGO-~dnSouth AfriCa and address the actual needs of the
cornmunltlss that they are meant to be addressing. Yhat'."" how the BCF
developed and it'$.ihteresting to see that other NGOs now have got the
same problems and so we shared our experiences of how far we've gone
and how we see the process being taken forward.

TSB: One last question, why do you think popular education and
community education has been used so much at Akanani?

TM: As "ye said we have different methodologies that we've tried to put
in place: I would say we've used popular education but I wouldn't say
we've used popular education to our level best, i want to be very critical
of that, Not every member understands clearly what popular education
means, what you have to do and what impact it will give to the
community at a grass-roots level. Popular education is one method of
puttinq across understanding to a person of a low level of literacy or
even to a .person with a higher intellectual level to assimilate, reflect and
understand issues clearly. It is a tool to assist, not one to concentrate on
some mode of learning, but to reshape and create a forum for
participation for other people to understand how they get involved in
processes and also in participating fully in the process they are involved
in. The OW uses popular education as a tool for engagement,
assimilation and for learning. It's a very powerful tool and Akanani has
tried to use it in order to get across messages to the broader
constituency at its level best. I think we have the possibilities for using it
much more but what we require is to come up with a very clear process
of what popular education is all about and I presume that at the end of
the day you will assist us with that. Although we have done it, we have
not used it 100% particularly internally within the structures of Akananl.
Very few of us have been able to understand and use the methodology
because of our past experiences so it needs to be put across to other
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members of Akanani in.more depth and,to other NGOs in the region. We
need to develop the use of 'popular education as a methodology and tool
for learning. Does that-;satisfv you?

TSB: .Yesrtnank you very much for your time •..o.J}



APPENOIXB - ItlUSTRATE,DCASES

Drama in Literacy Programmes

This series of photographs illustrates the use, of drama to initiate and stimulate
interest in a new litetacv class.

Picture i
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Picture 1 illustrates the setting of the lltsracv class in the courtyard of a
potential student's kraal, The ~lcture shows the various musical instruments.
the women were given and the playing and singing that resulted. Pictura Z
illustrates the spontaneous dancing that started with women running to fetch
their shlvhulanis (the bustles used in traditional dancing) and then performing
various dances. As can be seen the researcher and the tutors were suppli'ed
with shlvhulanls and encouraged to participate in the <;lancingtoo. Picture 3
illustrates the final stage of the dancing before the singing and dancing were
stopped and the drawing and writir.g began. The blue hut door in this picture
became the blackboard onto whicn the groups' drawings and writing were
pinned.



Drama in the \'Vi.dter Schools
:,~

This series of photographs illustrates the use of drama to present literary
set-works in an interesting and accessible way e The set-work in this
case was "Julius Caesar" by William Shakespeare.

Picture 4

Picture 5

Picture 4 illustrates the filming of the dress rehearsal of the "Julius
Caesar" play so that the whole play is available as a resource on video.
Picture 5 illustrates the warm-up before the performance of the play at
the Winter School. The play was performed in the school han with no
scenery or any form of raised performance area. Picture 6 illustrates a
scene from the playas it is performed to approximately 150 students at
the Wint~J; School. As can be seen some of the audience were referring
to their "Julius Caesar" texts as the play progressed.
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AMsdel fot' Compiling C~seStudie§

Following are SOm~of the main points on which data and judgements will be sought:

L Original objectives and intended client-eleof the project; anysebsequent
.... modifications.

2. Origin and sponsorship of the project; its organisational and financialarrangements,
leadership and participating groups. How this information illuminates the study.

3. Its social ..economic-cultural setting.

4. How the project was planned - e.g, who did the planning; what account was taken of
special local conditions; clarity of original objectives; anticipated outcomes, integration
with related economic and educational planning and major projects in the same
geographic area; built-in feedback and evaluation procedures.
'I
! l_

5. Description of the instructional system - e.g. types of methods, technology,
personnel, materials, equipment and other inputs employed; extent of innovation and
adaptation to local circumstances. ,. :<

6. Major problems encountered; efforts made to solve them, with what success,

7. Sources of finance, level and behaviour of costs.
(/

8. Evaluative evidence on the, project's performance; e.g. identifiable learning and
behavioural results relative to objectives; internal efficiency; discernible economio and
non-economic benefits; contributions to related. projects; attitudes of project's
"constituency" - its teachers, supervisors and participants; cost-benefit indications.

9. Plans and prospects for the future; will the project continue and if so with what
modifications?

10. Appraisal of the main cause of success (or failure); identification of the main lessons
it offers for others. ~

I)

A modified version of the model in Coombs (1974).

1\
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APPENDIXn

Research Design Table
, }

Research Questions Source of
__"<

i ,', !I Information
Data Gathering

-,. Methods
Data Analysis and
PtesentatiOtil

'C) ,
- Literature sttluy.- *'~rlangulatiou.wilt ---

reports.doeurnents, be used t~ ahalyse D

journals. and compare data. '<

- SAADYT - Personal and 1l1uminaf}e
workshops and Participant evaluation methods
seminars on drama Observation of !will be used to ~
in ed4';.:\\tion. workshops. analyse and '
.. Staff, documents - Case Studies of •interpret findings,
and yideos of the.use of drama at .Ieadingto an I

~ ,~~Ak_~a_n_aru~._..~ ~_Ak~.~~\,aru·~ ~~Tan~.h-~e'~t~,.~.ail-~s_ael~:satu;Cdol'eUsM.I
1.1.2.1 How has - Literature: Litera'tqre study; a ..
theatre-for- journals.reports, meta-analysis. win be-described,
development been document~ on analysed and
used in Africa for theatre-for- _ .evaluated using

h community development in illuminative
development and Afrioa, Semi..structured evaluation
empowerment? ' - Adult educators interview"s, {i\~! ,; methods.

;- using drama in their ~
1.1.2.2 Why has work. Case studies ~~ing:
theatre-for- -Akanani; a rural ..participant
development been development observation
used in Afrk:a for project in the Far ~iIJuminative
community Northern Transvaal evaluation.
development and using theatre-for-
empowerment? 1 development a,sits

._________ dology,

. -I.t.1""W'i1at.isthe -~ ...Literature:
nature of drama as
amea11s of
facilitating adult
leaming,"especially
in the South
African rural,

'\
CO~itext?

~'--

Case Studies. ,:;'''

n
Interviews.

Study of
Literature

, .'-



1,1.3.1 Is drama a AS ABOVE
successful
metb99ology as it
is lj "ed at Akanani
in the rural-areas of
, the Far Northern
Transvaal? _.. .
1.1.3.2 Is drama
perceived to be an
appropriate
methodology for
adult education in
the rural areas of
South Africa?

AS ABOVE AS ABOVE

1.1.4 What
guidelines 'can be
deduced for the US£;} I)

of drama as a
methodology in
adult education in
South Africa,
especially in the
rural areas?

ASfJ30VE AS ABOVE

\\

ASABO%

* Triangulation will be used tC=t~.yto ensure reliability and validity,'. &'



APPENDIX E ~ Semi-structured Interview Guidelines, •. , ' "0

1. What i~t1\enature of your work? ...
\\, :_:.l ',', 0' •

2.. What do you understand by the term Utheatre~rot~developmentn
3,\ To what extent do you use theatre-for-development?
4. Why do you use this method?
5. Who decided t6 use this method?
6. Dt:you have any training in the use ofthis method?
1. What are the advantages and disadvantages to using drama With adults?
8. Why do you think drama is not widely used in adult education?
9. How do you go about preparing for a session using drama?
10. To what extent do you think drama is particulaely suitable for use in rural areas?
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