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Abstract

The aim of my research was to introduce drama, in the form of theatre for development processes, to local
" Grahamstown Primary School teachers, and to work closely with one teacher to explore theatre for development
in the classroom, as a means of introducing both enwronmental education and leamer-centred, constructivist
teaching methodologws ‘

I started my research by interviewing Primary School principals as well as sending out questionnaires to teach-
ers, to survey their understanding and practice of drama and environmental education in the school curriculum
~and to invite them to participate in the research project. In collaboration with Educational Drama and Theatre
students, I developed two workshops to introduce theatre for development processes such as image theatre and
role-play to the teachers. Nine teachers attended this workshop which was video-taped. After the workshop I
gave two lessons at a local school, in partnership with a teacher. Throughout this process I kept a research jour-
nal. All action components of the research where followed up with individual interviews, group discussions and
a focus group.

Although the study gave rise to multiple themes, I chose to highlight two. Firstly, Curriculum 2005 advocates a
move towards more leamer-centred, constructivist and process-orientated pedagogies. All of the participants in
this study, including myself, had intentions of adopting a new approach to education and teaching but found that
we often reverted back to earlier learnt roles of product-orientated, text-based, authoritarian approaches to edu-
cation which we originally had rejected. Secondly, 1 reflect on how we set out viewing environmental educa- -
tion, educauon, drama and research as a process and yet all the participants, including myself, continually tried
to ‘put on’ the perfect performance in the form of a drama, a learning experience arid research.

This project was a pamc1patory research prOJect ' The textwork of the research reflects a post-structural orienta-
tion. It has been written in the form of a drama to represent the many voices of the participants, but also to ques-
tion the role of research in society and make research more accessible to non-academic readers. I also intend to
perform the research process at a later stage. ,
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Dialogue, as the encounter of [wo]men addressed to the common
task -of learning and action, is broken if the parties lack humility.

‘How can I enter into dialogue if I always project ignorance onto

others and never perceive my own? How can I enter into dialogue
if I regard myself as a case apart from other [wo]men...? How can I
enter into dialogue if I consider myself a member of the in-group of
pure [wo]men, the owners of truth and knowledge, for whom all

non-members are 'these people' or 'the great unwashed'? If I start.

from the premise that naming the world is the task of an elite and
that the presence of the people in history is a sign of deterioraion
which is to be avoided, how can I hold a dialogue?

.. [wo]Jmen who lack humility (or have lost it) cannot come to the
people, cannot be their partners in naming the world. Some one who
cannot acknowledge himself to be as mortal as everyone else still
has a 1011g way to go before he can reach the point of encounter. At
the point of encounter there are neither utter ignoramus or perfect
sages, there are only [wo]men who are attemptmg, together to learn
more than they now know.

- Paulo Freire, 1972




And so it is over. Closing my eyes I can picture all the moments of this journey which has ended
in this text but did not begin with it. There are many faces staring out at me, all of whom have

travelled some part of the journey with me. Beginnings are hard to fathom sometimes as retrospec-
tively moments in life tend to flow into each other forming one huge pattern rather than many pic-

_ tures. But there is a glimmering of a begmnmg for this journey. It started in collaboration with
Margaret and ended with me.

Other beginning images. A very early, very special memory of Maya the Bee, Space Travelling.
This was a play I wrote when I was eleven years old, my star actor was my sister, Jackie. This
was one of many collaborated drama pieces that we did together, subjecting any patient adult to sit
through our productions. Thank you for those wonderful times, Jax. Puppets and Elyse van
Houten, and our up and down journey through our fiery creativity. Former Ciskei, burning aloes
‘against the sky and young children laughing with Nicole Motteux and the dances of Grey Kesheni.
An email from Eureta Janse van Rensburg informing me that I had been accepted into the Masters
- course, what a thrill went through my body as I excitedly read that piece of paper over again. I
remember walking out of the dim computer lab and smiling broadly at the trees. Drumming at full
moon with Ralph Berold, Gerhard Joubert, Jenny Strydom and Seamus Maclennan, people that
" would share a ldrge part of this journey with me and still do. A crazy journey to Cape Town on
the spur of the moment to meet Bruce Copley who would see something in me that T was not quite
ready to see myself. A group of M Ed students who I shared the most excmng times of my uni-
- versity career with.

And so I had begun, things began to intensify and with Eureta always by my side I headed off into
the world of research. Micheal Carklin, Dion van Niekerk and all the participants of the research N
- the teachers, the students -what a challenge, what shadows I faced with all of you. A special

_thank you to a teacher who shared some of the most exciting moments of this research with me -
working with children. And Ursula van Harmelen, I wonder if she remembers that day I arrived in
her office, very distressed and nervous about teaching and doing drama for the first time. “Sit
down Sweety.” she said. Thank you Ursula, for your time and energy and your spirit. I loved
your workshops, I thrived on them, I remember feeling so excited that I could hardly sit in my
seat when you introduced postmodern perspectives to us and how I felt I had met a ‘spirit in kind’
when you introduced us to philosophy with a bed-time story. Thank you also for letting me try out
my ideas of dance on a very unsuspecting M Ed group. Boy, have I learnt a lot!!!

Shifting gears, into the textwork. Battling to find a way forward I got stuck, unt11 struck by a
lighting bolt of creativity, 1 decided, a play! Into long email messages with Eureta who was now
in Australia, exciting evenings, grinning over my computer and writing feverishly. Subjecting -
Ralph to numerous readings as well as any other person who would listen! ‘Moving closer and
closer to ...

And in the process, long telephone calls and walks with Nicole Motteux talking about life and love
and “isms”. My beautiful friend, it seems you have always been there to support me in your spe-
cial way. As far as I know, there is nothing about bravery in friendship only love. Fun filled
times with more special friends who all contributed in their own way to this piece of work,
Belinda Diers, Gerhard Joubert, Anna-Karien Otto, Seamus Maclennan, Larise and Margo,

- Richard Kilpert (thanks for the late night emalls and last minute bits information), Tessa

Eldmann, Derick du Toit (let the chaos begin) and everyone else. Weekends away at the iV




the farm trying to decide whether lying in the sun or working would be the best way to spend my
day. Sandra’s wisdom, Robert’s blues, drumming with T & T and tea and chats with Andre and
Colleen not forgetting those occasional hugs from Margaret and best wishes from Johan. Thanks
especially to Colleen Higgs for proof-reading my thesis at the very last moment and for encourag-
ing me to enjoy writing. Also everyone at the Environmental Education Unit- Veronique, Nicola,
Eureta and Heila, supported this process and put up with my wandering in and out of offices
searching for references and using computers leaving a huge mess behind me. Thanks to Younger
from Musica in Grahamstown for helping me find out where the music for my thesis actually
comes from. . |

Financially T would like to.thank my funders the Human Science Research Council and the
Settlers Foundation. I would also like to thank my parents. My Mom for actively searching for
potential bursaries for me and organising all the papers and interviews and my father for coming to
my aide when I desperately needed money towards the end, and also for all the financial support
throughout my university career.
There are tVyo people who’s names appear on the front page. of this thesis with mine. They appear
there not only because one is my supervisor and the other my designer. They are also there
because they have been with me on this journey every step of the way, both of them have seen me -
cry and laugh during this process and both have a very special place in my life.

The name of this thesis is taken from a workshop that Ralph and I ran as Real Life Projects. Real
Life Projects and this journey have been interlinked throughout and working with and challenging
my creativity with Ralph and Seamus (before he left) gave me the courage to push beyond my
limits knowing I was not doing it alone. During 1998 Ralph and I also became ‘members of the
Masande Players, a local Rhini theatre group. 1can’t thank all of the Masande enough for all they
have given me this year. Being with you and working with you has constantly reminded me of the
importance of the work we do and has encouraged me always to re- look and re-search my own
assumptions and reasons for domg what I do.

Finally, I would like to thank a veéry special lady, my dear Nanna, who passed away in 1997. Her
last gift to me allowed me the space and time to finish this thesis the way I wanted to. '

‘We shall finish this evening, ‘ said Parish one day. “After that we will go for a really long walk.’
They set out next day, and walked until they came right through the distances to the Edge. If was
not visible, of course: there was no line, or fence, or wall; but they knew that they had come to the
margin of that country. They saw a man, he looked like a shephera’ he was walking towards them,
down the grass-slopes that led up into the Mountains. "
‘Do you want a guide?’ he asked. ‘Do you want to go on?’
For a moment a shadow fell between Niggle and Parish, for Niggle knew that he did now want to
go on, and (in a sense) ought to go on..
‘We have lived together and worked togefher now. Thmg9 might have been dzﬁ‘erent but they could
not have been better. 'All the same, I am.afraid I shall have to be going on. We shall meet again, I
expect: there must be many more things we can do together. Goodbye!’ He shook Parish's hand
warnmly. a good, firm, honest hand it seemed. He turned and looked back for a moment. The
blossom on the Great Tree was vhmzng like flame.

Leaf by Niggle - J R.R. Tolkien.
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htroductlon

~ If the medium of our sharing is (partly at least) the message, and
the message is art, then the medium should be artistic... More and
more, we. are being traduced into writing everything like a tradi-
tional university research thesis... A university thesis is a mono-
logue, in every sense undramatic, and only rarely (more s the pity)
artistic.

- John O’ Toolel




hy the research? This should be the easiest question to answer. And yes, as a Masters student I
should have dealt with this question many moons ago when I pondered over the probability of enrolling for
- @M Ed. At the beginning of my M Ed (1997), or even before when 1 contacted my supervisor about my
ideas and ambitions, I-was very sure why I was doing this particular research project. I had dabbled in
drama and environmental education and found it fascinating, although sometimes rather frustrating, and
wanted to explore and learn more about how the two could work together.

The certainty and optimism with which I answered the above question is clearly,reﬂek:ted in my research
proposal (See Appendix A 121). I give a brief summary of some work I had done. Certain problems are
noted which I feel that this research will explore. My goals are set out in neat point form and seem idealis-
tic but attainable. Everything seems to be as it should be. I am doing research to explore the use of theatre
for development in formal environmental education. This will add to the literature on curriculum develop-
ment and environmental education and make practical suggestions to the Environmental Education
Curriculum Initiative (EECI) (See Appendix A~ 121). '

As the year has progressed these very clear reasons for doing research have become a mush as unclear as a
very good pot of pea soup. Why did I do this research, for who? For some unknown authority figures out
there who will give me a masters degree, for some idealistic notion of bettenﬁent, for the teachers 1 worked
with or for myself? What were the underlying reasons for doing this research besides what is written in my
research proposal? And what is research for me, for academia, for knowledge, for society? What does it
actually mean to embark on this joumey? ' '

Briefly after I stepped onto the stage of the research (interviewing Primary School Principals in
Grahamstown?) I have been hounded by the above questions. It has made me realise at least one thing.
Research is about far more than my research topic. It is about myself, my ideals and beliefs. It is about a
structure known as university and what is understood to be knowledge and education. It is about society
and common ideals of what it means to live a better life. It is about the people who participated and their
ideals, wishes and lives. So research is about many things but it is also not as important as it is sometimes
made out to be. For me research has become a process of re-searching. Looking around me, searching for
something orjanything. Then once I feel I have found it, to re-search again.

I wanted to represent my research in a way that reflected these two points, that research is a process of fe-
searching and that it is a learning process that everyone can and does do. This is why I have chosen to
write my research in the form of a play. Onc of my colleagues in the M Ed class stated that to be able to
ask the question means we have potentially created the answer3. I would like to add that having found the
answer gives us the potential to ask more questions about ourselves, our work, and our lives. With this in
mind I have come to view research as something which is not limited to the academic sector®f my life but
soinething which I have had to live and breathe. It-is not limited to a degree or a field of study but is some-
thing that I do everyday, something I have been doing for a very long time. For me it is a process of learn-
ing which is a lifé-long joumney.

1OToole J. 1997

- 2 | started my research off by interviewing all ﬁfteen Primary School Principals in Grahamstown. This took place from

the end of February through March 1997. it was part of an assignment (a situational analysis) | wrote for the M Ed
course work component. The object of the assignment was to do a situational analysis of our workplace.

Seeing as | was a full time student | took the opportunity of using the assignment as a way of getting to know

the environment in which | would be doing the research as well as introducing the pro;ect to schools.

3 Du Toit, D. 1997. Personal Communication. . 2




. I feel that the stage of research should be accessible to everyone to enter and to take up a part. It is impor-
tant to me that I represent this research as a drama of life with all the struggles and triumphs to show that
research is something that anyone can do. There are no hidden rules to follow which one only has access to
at a masters level (research skills are needed in all walks of life, not just academia). I aJso wanted to repre-
sent my struggles and triumphs in doing research, to show the human face of a research process and not
Just the results. Results are important but the joumey-itself is where the most learning took place. 1 feel
this journey is worth sharing with other educators and researchers.

Plays are often written or acted out by people who wish to draw our attention to something in our world.
They do this in an attempt to change our world, celebrate it or just bring attention to a particular issue or
problem. John O’ Toole describes drama as. "something which happens, and never accidentally; it is a
dynamic event which is always part of its context"4. Penina Mlama in her study of theatre for development
in Africa, sees drama as a something far more than entertainment. To see drama as entertainment is already
a point of view which says more about the politics of the time than about aesthetics. By seeing drama as .
only entertainment and a specific type of entertainment, namely the European tradition, drama becomes a
powerful tool of inculcation. Despite this, drama in Aftica has for the most part been seen as a way of
sharing and shaping people's consciousness and-as a way of moving people to social action’.

Research, as I have mentioned above is often more than it seems and the way in which it is done and used
can say a lot about the assumptions of the researcher rather than the topic of research, Research often also °
represents the triumphs and struggles of the people involved. While doing this research I'often felt like I

. was taking part in a play initiated by me and set on the stage of formal education in Grahamstown which I
knew very little about. Sometimes I tried to control the research, to perform it. Sometimes it seemed as if
the participants and I used the “genre of research” to impose our ideas of life onto others. But most excit-
ing of all was that what happened was a dynamic event which taught me a lot about myself and about the
context within which I worked and researched.

As can be seen by the title, this research was an attempt to explore the use of theatre for development in the
classroom. Theatre for development proceeds in the following stages: identifying and researching the
problem; analysing the information and the problem; developing a scenario and improvising to re-present
the problem; performing in front of others, celebrating and sharing both gained knowledge and new possi-
bilities®. This thesis is the final stage of this particular theatre for development process. It is the perfor-
mance that didn’t happen in the-classroom. It is an attempt to share the struggles of all the participants
(including me) as well as a celebration of both gained knowledge and new possibilities that have come out
of the research.

One of the main themes emerging from the research is that the participants and I tend to act out many dif-
ferent roles’. When we are faced with what we see as pre-defined situations, such as the classroom, we
tend towards adopting the roles we are familiar with, even though we perceive these roles to be inappropri-
ate. This is the third reason why I decided to write this research up in the form of a play, representing and
critically looking at the different roles that the participants and I performed within the drama of the
research. ‘

«

4 O'Toole, J. 1992.

5 Miama, PM. 1991.

& Abah, 0.S. 1996 ‘ _

7 Jung believed that we are multi-faceted human beings and that in different situations we take on different roles and
depending on the pressure of society we will repress certain identities and live out others. This, for Jung, is

what led to a disunion of the Self. "He will be his own group, consisting of a variety of opinions and tenden-

cies which need not necessarily be marching in the same direction. In fact, he will be at odds with himself,

and will find great difficulty in uniting his own multiplicity” (p 376). C.J. Jung. 1993. 3




Another reason for wanting to write my research up in the form of a play is so that the voices and roles of
all the participants are presented to the reader to make his or her sense out of what happened. As a
researcher and writer of this play, I am taking on another role in the drama and that is how I wish my com-
ments on the research to be viewed, as another voice within the play. Of course as writer I have a lot more
power than other participants, as I get to leave out things I don't think are important and keep things in that
I think are relevant. I could just write everything down and let the reader try and decipher the chaos, but in
every theatre production we see, or film that we watch there is a director who cuts and shapes the film or
drama so that the viewer can enjoy the fluidity of the story. I would like to see one of my roles as the
director or in the case of a piece of writing the editor of the events.

I would like to view drama (as well as environmental e&ucation) as a process and not the performance it
became in my research. The process of this research was the participants’ and my struggle to move away
from continually looking for the performance and the product in education, drama, and research. It seems
apt that this difficult struggle to get away from performance and product orientated education should be ,
represented in the form of a performance, as a play but also as a research product - a thesis. Hopefully
within this performance I will be able to critically look at drama, education, and research as something that
"proceeds"8 and not as an organised performance.

The 1dea for writing up my research in this fashion was influenced by the book written by Patti Lather and
Chris Smithies called Troubling the Angels®. In this book the authors split the text into three sub-texts.
This is an attempt to-stay true to the voices of the participants but at the same time to be able to stay true to
their (the researchers) own thoughts and theories. It also gives the reader the choice either to just read the
participants' text and make sense of it on their own or to read the researchers' comments about what they
understand. Finally there is a third text which brings together themes of the research. This includes infor-
mation surrounding the topic of research as well as creative acfivities such as poems from the participants.

I mentioned earlier that a reason for writing up the research as a play is to emphasise the p;ocess of
research!0. Now that I have done the research proposal, read the relevant texts, participated in the field-
work, sorted and organised the data into themes, and am ready to write, it does not mean that the leaming
process has come to an end. The process of writing this thesis has turned out to be a challenging process 1
have had to go through. 1 want.to try and give the reader glimpses of the process of writing: my struggles

-and the conversations I have had with others, doubts, and the guiding voice of my supervisor. 1 realised
that it was possible to do this when I read a piece of text by Stronach and Maclure called Educational
Research Undonell. 1 have included a copy of this page in nly appendix (see Appendix B 127) as it excit-
ed me when I read it. The many voices of a piece of writing are given personalities, a life. This style rep-
resents the process of writing, even the reader is present. » C

Both the texts mentioned above are still not dramatic texts. One of my problems in deciding to write my
thesis up as a play was whether it would be a thesis written up as a play or whether it would be a play

8 John O’ Toole questions our use of the word ‘process’ which is a noun, a thing detached from the base vertb ‘to pro-
ceed'. He sees this as a typical example of the way in which we, in formal contexts or knowledge, are obsessed with
making reality info discrete objects and nouns. For the sake of clarity | will be using the word process in comparison to
the word performance but please note that | view processes as a continuum which is difficult to write about within the
context of a product of writing. Even though | compare process:and performance, all experiences are proceeding: As
John O’ Toole explains, our struggle to comprehend drama as a noun is really because drama is a verbal event that
can only be apprehended as it happens (p 1-2). This is for me the same in research, education and most experiences
in life. O Toole, J. 1992.

9 Lather, P. & Smithies, C. 1997.

10 4 réally do not know what the final thesis of my essay will be when | start to write it. Ideas about narré- _

tive and textuality are the instruments and apparatus with which | produce ‘data’ in my conceptual laboratory.”

(p 4). See Gough, N. 1998. .
» 1 Stronach, | & Maclure, M.  1997. _ . . 4 :
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about my research. It was, in the end the processes of the research that helped me decide. As I mentioned
carlier, re-search is very much like the way we use drama in everyday life, a way of questioning and
searching - a point I introduced on page 3. In most situations in life there are particular roles and most of
us usually know, at least, some of the lines in order to play these roles well and convincingly. For example,
we know not to tell our boss to wipe his nose although we would say that to a three year old child. Another
‘way of describing these roles would be socialisation. John O'Toole and Brad Haseman!2 view drama as an
everyday strategy that we use to test the water of new behaviour or action, as a way of relieving feelings, as
a way of learning, for example when we imitate our bosses or teachers, when children play at Mom or Dad,
when people plan events and ask such questions as "What if....?" . Alﬂiough these situations are not perfor-
mances and have no audience they all have the clements of dramatic meaning (see diagram!3, below).

The elements of drama

direcied by

made explicit in

through

language movement

to creale

symbols

which together create
the whole experience of

dramatic meaning

All dramas are fictional models of real life human behavidur

12 Q'Toole, J & Haseme;n, B. 1988. _ : ‘
13 1bid, p 1 ' ) 5




One of the most important elements for a situation to have dramatic meahing is tension or conflict, some
clashing of ideas or truths for the play to move forward. In some ways learning takes place in a similar
fashion!4. Through trial and error the child-leams which is the best way to accomplish each task. When the
old way of doing things no longer seems good enough a child will usually discard it for a new way of doing
things. Similarly environmental educators can do the same, when old ideologies (eg. ecologically unsustain-,
able ways) are no longer helping us to move forward in our work, we should discard them for new ones. It
is this ability to be flexible and change when old ideas are no longer helpful,which is the conflict of my
thesis, the climax. After a lot of work and exploration of new ideologies, the participants and I reverted
back to our old way of doing things, stuck in our old behaviour patterns. We were unable to use the ele-
ments of drama to move us forward into challengmg our old roles and ideas - why? Well, the part1c1pants n,
the drama will be the best ones to show you.

As in most of the play texts, especially the old fashioned Shakespearean productions there is an introduc-
tion by some academic taking us through the general idea of the play and how it is structured. This is what -
you have just been reading. What follows is my brief look as the knowledgeable academic, at the structure
of the play. I remember when I did English at University or even at school, T usually skipped this introduc-
tion as boring and went immediately to the juicy action that followed, maybe you as the reader have done
the same. It was only after I had read the story, cried a bucketful of tears, laughed out loud at the fun of it,
that I returned to the introduction to see what the boring old man had to say about the exciting text, after all
I had to write an exam on the thing didn't I? Well, I hope no one feels pressurised into reading this because
they feel they have to ‘analyse and scrutinise the action afterwards (I assure you I have done enough of that
for everyone). \ . : -

But for the sake of myself, as I need the structure as much as anyone, as well as readers who like to geta
sense of the whole of the text before they get lost in the little parts of it, 1 w111 proceed with the introduction
by giving a wide overview of the structure of the play.

Each Act has been divided up into three scenes. The first scene of each act will introduce the scene of the-
action of the research. The second scene will be the action of the research. This is a dramatic representation
of how the project unfolded. The dialogue of this scene represents what was actually said by participants
during the research. When I have quoted the participants verbatim, I have written the dialogue in this
font. At other times I have reconstructed dialogue which was not directly recorded. The dramatic effects
are created to dramatically represent contexts, they are not necessarily the contexts within which the
research took place, eg. the workshop was not a game show (see Act 2 Scene 2 & Act 3 Scene 2). The real |
contexts will be explained in footnotes to the text. The third scene will be a reflection on the first two
scenes. Each of the second scenes follow on from the previous second scene. This means that the second
scenes of all the acts can stand alone as the story-line of the play. This gives the reader the choice of just
reading the action of the play to make their own sense of the story of the participants or to read the whole
play with iny story and reflections being part of the action.

The same applies if this play was ever to actually be performed on stage (and not in "real life" as it has

~ been). The story-line can stand alone without including my. reflections or personal interpretations. The
play can also be performed as a whole. The participants in this research project have all been given pseu-
donyms. The names of the schools have also been changed. The only characters who keep their orlgmal
names are myself and Dr Eureta Janse van Rensburg, my supervisor and assistant director. -

14 “Only when these habitual ways of knowing become challenged within discontinuities in experience that one gets an
-opportunity for engagement for re-crientating learning” Taylor, J. 1998. Personal Communicatioh.

See also Bauman on knowledge springing from discontinuities. Bauman, Z. 1990; & Piaget on learning tak-

ing place when there is disequilibrium in Wadsworth, B.J. 1989. . . ‘ 6
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Setting the Stage: In most written plays we get a short section which sets the scene of the play. Where it
took place?_ Who is involved? What is the environment we are about to enter? This chapter will do the
same, introducing you to the environiment in which the action of this play was staged.

Auditions: All plays have actors as well as an audience. The audience is already defined in this case, it is
Rhodes University or more specifically the Education Department (I am now, hopefully extending the audi-
ence by writing the thesis to include other educators and interesting people). As for recruiting the actors
(participants), this could be a study in itself . This chapter will be about the director (that is me) going out
and auditioning some actors (or them auditioning me in some cases).

ACT 1: Ideals and Ideologies: A meeting of intellectually inspired ideas and theories _betWeen me, as the
M Ed. student and a group of Educational Theatre and Drama (EDT) students from the Rhodes University
Drama department. An idyllic act. , ,

ACT 2: Play within a Play: The play picks up momentum as the drama students and I move out of the
comfortable, well padded ivory tower known as Rhodes University and head into the setting of the teachers’
world with a workshop. Here we find how hard it is to live out our ideals. '

ACT 3: The Power of the Past: This is the climax of the play where the drama students and I are brought
face to face with how the power of the past can destroy our very fragile intellectual ideas. Faced with a sit-
uation we have been in before we revert back to our old ways of doing thmgs taking on old roles and old
ideas. A frightening act.

ACT 4; Behind the Scenes with Felicity: A talk show about the tragic event of disillusioned ideals. This .
1ncludes interviews with the co-ordinator of the Educational Drama and Theatre (EDT) students as well as

“an interview with the teacher most affected by the experience. There is also a panel discussion with three

teachers involved and the M.Ed student (me) followed by an interview with Professor Kesheni, an expert in
environmental educational theory.

ACT 5: All Alone: Scared and frightened as well as very disillusioned the M.Ed student (me) decides to
enter the setting of the teacher again. Still clinging to her bellefs in the power of drama she tentatively
enters the stage.

ACT 6: In-sight on Channel 5; Two television shows starring Felicity.
- Felicity's Celebrated Cereal: A breakfast show with a erunch: An interview with the director (me) as she
reflects back on the meaning of the play and comments on the themes which were touched on by the action

as well as recommendations to other enivironmental educators wanting to use drama.

- Backstage with Felicity: An interview with the director (me) and assistant dlrector as-they reﬂect on the

- experience of writing the research up as a play.
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':"_gflettmg the Stage

‘We"play,’ he said to a group of actors munching hot bread.
‘we’re going to play!’ ‘

Play what, I thought. For nothing was prepared. The actors
took the news calmly, though one or two were holding their
breath. Instructions were sent out for the carpet and the great
metal music box. The rest of the group were rounded up.

‘Did someone say we are to play?’ said Francios Marthouret, -
running excitedly to help out with the carpet. It was laid out
in a corner of the market where a small donkey was chewing a.
carrot. ‘

- John Heilpern!




‘ s I re-look at the stage on which the research took place, I notice that the setting of the stage is

influenced by many different concepts and ideas. When I started to do the research these 1deas where like
props haphazardly placed on the stage as I hadn't yet guite grasped how all these concepts/xdeas fitted -
together. As the participants and I started engaging with our ideas, we became enmeshed in them, drawing
on different things, developing our understanding of them. Now that I am in the textwork? phase of the
research I can see that through the process of doing and engaging with the research these vaguely under-
stood ideas and concepts have begun to form a mosaic of meaning, which I have come to view as the set-
ting of the stage. :

The setting of the stage is influenced by three elements:

@ my research curiosity, these are my tdeas and the theories that I believe in which add a certain colour to
the set (including theatre for development) (This chapter). ‘

®the back drop of environmental education and the arts (these props-were directly brought to my attention
by my assistant director and supervisor Dr Eureta Janse van Rensburg) (This chapter).

@ Auditioning: my first tentative steps into research and onto the set in the attempt to find actors for this
research drama. This first step influenced my view of the stage and the props that I was using were, to
some extent, challenged (Chapter 3). :

My Research Curiosity ’
In the introduction I said that I set out to do this research because of what Noel Gough would call my
research curiosity?: This is an interest in the arts within environmental education. This interest had devel-
oped from an involvement in educational puppetry for children which focused on health and environmental
education. I was also involved in a geéography research project? in which the researcher (Nicole Motteux),
a community drama worker (Gray Kesheni) and I worked with Standard Four children in Hertzog, a village
in the former Ciskei. We used drama as a means of accessing the vxllage children's "local/indigenous"
knowledge on riparian zone management. : , ;

Although both these projects were very challenging and successful with regards to their research aims, 1
felt that as educational approaches they were lacking in sustainability and action. In all projects I have
been mvolved in thus far, teachers were not involved in the workshops and so the experiences the children
had were isolated even if they were enjoyable and created opportunities for leaming. All programmes
focused on accessing knowledge or creating awareness and did not necessarily address what action should
or could be taken®. The leaming and drama experiences also remained at superficial levels because of a
lack of reflection on the experience and the techniques being used. This tended to be because drama was

v

1 Heilpern, J. 1994.

2 John van Maanen charactenses the different dlmensmns of qualitative inquiry as 'fieldwork, headwork and textwork’.
Van Maanen, J. 1995.

3 Gough, N. 1998. Australia-South Africa Institutional Links Programme.

4 Motteux's project was not an educational project (although it did have educational repercussions). It focused on

exploring alternative techniques to ripartan management which involved and respected the local community . It's inter-
vention into the school did not aim to establish arts as a means of doing environmental education, but more to explore

children's knowledge of riparian management Motteux, N. Binns, T. Nel, E. Rowntree K. 1999. My
involvement in the project sparked an interest in how teachers could further use the techniques we used.

5in Motteux's project this element of the research was taken up later with the whole community including the 1 O
adults. /bid.




used as a way of accessing information rather than as an experience of "playing" (or practising) for "real"
life. .

Theatre for Development¢

It was at this stage that I came across the work of Augusto Boal’, a South American dramatist who viewed
theatre as a "weapon of the people"8 in fighting oppression and as a vocation for all humanity®. Theatre of
the Oppressed is described by Boal as being "a system of physical exercises, acsthetic games, image tech- .
niques and special improvisations whose goal is to... turn the practice of theatre into an-effective tool for
comprehension of social and personal problems and the search for their solutions”1%.  Augusto Boal used
the Theatre of the Oppressed techniques to fight oppressmn within his own country with such results that
he had to go into exile to gscape unpnsonment This did not deter him however and he has continued to
fight oppression with theatre wherever he goes.

Augusto Boal's approach to theatre was greatly influenced by the theoretical work of Paulo Freire who
* argues that the reason people become oppressed is because they internalise the opinions that the dominating
class holds of them. He saw oppressed people as suffering. from false consciousness!l, a view of them- '
selves that is not true. For, Freire, the answer to this falsely held opinion was education, but not the current
form of education but "education as a practice of freedom". Freire felt that education's main aim should be
to help people become "conscious of their potential as creative beings, to make them see that they can con-
- trol their environment and themselves in a better way"12.

Following Freire's theoretical beliefs, Augusto Boal developed his approach to theatre as a forum for
empowerment. But Boal is not the first dramatist to usc theatre as a way of mobilising people around issues
of social importance. Many theatre groups in Africa have been using theatre as a way of conscientising
communities around political and social issues!3. These groups ate known as Popular Theatre groups
Jecause the performances they do are aimed at the whole community and not just those that are educated.
They also involve local people, use local languages and perform (mostly) for free.

As Westem theatre is becoming more institutionalised in the interests of survival of the arts, the opposite
has happened in Africa. There is a movement away from centralised educational theatre and towards hand-
ing over the power of production to the communities. This approach became known as theatre for develop-
ment. The aim of theatre for development was not only for dissmpowered communities to represent their -
problems but for them to also take a critical re-look at their own ways of living!4. Influenced by the works
of Mda, Ngugi wa Thiong O, Boal and Freire!3, university drama groups and popular theatre groups began
- using theatre for development as a way of addressing development issues within disempowered communi-
ties. In this way the people themselves identified as well as analysed problems, developed and performed

8 The practices of theatre for development refer to the theories and techniques of participatory theatre for development
purposes. A lot of theatre for development is influence by Augusto Boal's Theatre of the Oppressed. | use the term
Theatre of the Oppressed when talking about theories and techniques which he developed or which are dlrectly influ-
enced by him. See also Mlama, P. M. 1991. Ch 2; and Boal, A. 1979.

7 Ibid.

8 Ibid, pp xxx-xxxi

9 Boal, A. 1995.

10 jpid. pp 14-15

1 Freire, P 1972.

12 prummond, T. 1975.

13 Miama, PM. 1991. _

14 Prentki, T. 1996. . _ .
15 \da, Z 1993 Boal, A. 1979; Freire, P. 1972; Ngugi Wa Thiong O". 1993. 11




these scenarios in front of the rest of the community who would comment and participate in the production,
leading to new insights and a more m—depth understandmg of the problem as well as potential avenues for
action.

Theatre for Development within Environmental Education.

As I write this sentence I can see many problems with this approach to development, theatre and communi-
ty empowerment but these insights only developed through actually doing the research (being fieldwork,
textwork; and head work!6) so 1 will comment on that at a later stage in the text. At this stage of the
research I am now reflecting on, I was bowled over by the idea of theatre for development and saw no rea-
son. why it would not be perfect for environmental education.

Drama (and other art forms especially the visual arts) have been used within environmental education for
quite some time!l7 mostly as a way of bringing about awareness of a particular environmental issue, say lit-
tering or conserving water. Unfortunately awareness of a particular issue does not necessarily lead to
action!8. There is also a considerable need for us to unlearn many of our existing understandings of envi-
ronmental problems and their consequences. For example, many people assume that environmental prob-
lems do not affect their own lives and are far away. As I am writing I can look out of my window into my
beautiful lush green garden and beyond that I can see Mountain Drive, a grassy mountain side which sur-
rounds Grahamstown, There seems to be nothing wrong. Yet, I read in the newspaper yesterday that
Professor Asmal said that Grahamstown only has a supply of water left for 20 years!® but can I really see
the implications of that? Water still pours out of my tap if I turn it on and all around me the biophysical
environment looks beautiful. ‘ ‘

Also many people have an understanding of environmental issues but feel they have no power to do any-
thing about it. Environmental educators require learners to not only understand their environments and the
risks developing in those environments, but also that they have the power to address some issues in their
local areas as well as act as pressure groups for more national issues20- ' ‘

Environmental issues are seldom straightforwafd as each problem is connected to our social, political, eco-
nomic and cultural assumptions?!. For example, most middle class people complain about the litter that
exists around predominantly ‘black’ and poorer areas and assume that this is proves that ‘black’ people are
lazy and unclean, What is overlaoked is the lack of adequate basic services in these areas. I have been
working in a local Grahamstown township for about three months now, where I have been working there is
a blocked sewage pipe which is continually spilling sewage around the building and into the road. It has
been doing this for three months and no one has come to fix it regardless of the continuous complaints from
people who work in the building. Another reason for the litter in these areas could be because during
apartheid, ‘black’ people boycotted government services such as waste dlsposal in protest of the unjust sta-
" tus of South African apartheid government.

16 Van Maanen, J. 1995.

17 Department of Education, Queensiand. 1993; Ebbutt»D 1992, Ellenbogen L. 1994; Gamble, F. 1994, Modisa,
V. 1994; Musgrave, L. 1994; Potgieter, C. 1994

18 see for example Gough's discussion of Wynnes (1972) study of the |PCC s equation of global enwronmental
change with greenhouse warming. “ The assumption is that increased public awareness of global warming scientific
scenarios will increase their readiness to make sacrifices to achieve remedial goals. Yet an equally plausible sugges-
tion is that the more that people are convinced that global warming poses a global threat, the more paralysed they may
become as the scenarios take on the mythical role of a new ‘end of the woild' cultural narrative.” Gough, N. 1996. .
See also Willers, V & van Staden, F. 1998.

19 Grocotts Mail, 2™ October 1998. 7
20 see Gough, N. 1996. ‘ .
21" Janse van Rensburg, E & Burt, J. 1997. ° : 12




With the above in mind it seemed that theatre for development as an approach to environmental education
needed to be explored especially within the school context where there is a need to educate children to
become actively participating citizens with regards to environmental issues. Theatre for development can
be used as a way of unleaming and challenging old assumptions and creatlvely looklng for altemative sce-
narios for dealing with situations.

THE BACKDROP OF FORMAL EDUCATION INCLUDTNG ENVIRONMENTAL
EDUCATION AND THE ARTS

A Brief Hlstory

It is said that it [education] unfits the native for work for which he is by nature suited... We are told that the
educated native becomes vain, impudent, a glib, liar, a forger of cheques22

Until now he [the African] has been subjected to a school system which drew him away from his own
community and misled him by showmg him the green pastures of European society in which he was not
allowed to graze. This attitude is not only uneconomic, because money is being spent for an education which
has no specific aim, but it is dishonest to continue it - HLF. Verwoerd2q

The new education and tr'lining system introduces a.lifelong education system which is people-centred. For
the first time ever, high quality education will be available for everyone - irrespective of age, gender, race,
colour, religion, ability or language - Curriculum 200524, :

On the stage of formal education in South Africa a long and painful history has been played out. Educators
have witnessed and been part of ugly scenes scarred by bullets, even blood has dripped ominously onto the
classroom floors. Measures were taken to try and keep most of the horror happening hidden from view.
Only certain ideas were allowed to be voiced and these were mostly ideas that agreed with the status quo
and taught people to view what was happening in South Africa as acceptable and normal. Education was
also used as a way of dividing the people of South Africa and as a symbol of their position in society. A
very real example of this would be the demand that half of all ‘black’ education take place in Afrikaans.
This did not apply to ‘white’ education where people still had the choice of what language they could edu-
cate their children in, English or Afrikaans. In 1976, school children led a protest on a.police station in '
Soweto. Even though they were unarmed, police opened fire on the group and many were killed?>.

When the new government of South Africa started clearing aw‘ay old ideas, a group of players decided that

the same should happen in education. This led to the framework of Curriculum 2005 being developed. In
" the year I decided to begin my research, there was great excitement about the implementation of
Curriculum 2005 as well as much doubt about the outcomes-based framework. It'was a time of policy doc-
uments for government and training workshops for teachers as everyone geared up to be able to act out
their part on the reconstructed stage of Curriculum 2005.

Enter "Curriculum 2005"

On the stage of national education today, you will find Curriculum 2005 at the very centre. It is this struc-
ture which is meant to change national education. Curriculum 2005 is not only a change in the education
system for the sake of education, it is influenced by outside pressures and political motives. Just like the

22 McKerron, M.E. 1934

23 Unterhalter, E. (Ed.). 1991.

24 Department of Education. 1997, .

25 Hartshome, K.B. 1992. ‘ : 13




South African flag, Curriculum 2005 has come to be seen as a symbol of change in South African educa-
tion. It is Amold Schwarzenegger come to "Erase" all traces of the Bantu education system. But like the
scenes of Schwarzenegger's movie, such forced removal can cause much damage. This is probably the
major flaw in Curriculum 2005 - it's forced and fast implementation. ‘ '

Besides all the problems of Curriculum 200520, the set seems to me to be very exciting. For although
Curriculum 2005's main justification is one of economics, the theories backstage really look towards view-
ing education and knowledge in 2 completely different light to what was accepted in the past. So that you
as the reader and audience of this play have a deeper understanding of what informs Curriculum 2003 I
‘would like to bring your attention to a majdr influence on the backdrop of the stage - Outcomes-Based
Education. The strings which hold up this backdrop up can represent the theory behind this approach to -
education, being constructivism. The strings don’t seem very important at a first glance but they are what
hold up this new approach to education. x '

26 py Toit, D. 1998. See also Lotz, H.B. & Olivier, C. 1998.
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The Backdrop of Outcomes - Based Education.

1. CONTEXT OF OUTCOMES
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Picture taken from Tiley, ] & Goldstein. C. 1997
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1. CONTEXT OF OUTCOMES
BASED EDUCATION (OBE)

‘In Outcomes based education the emphasis moves

towards the outcomes of the learning process rather
than just on the content of what is being taught. This
means that children are no longer assessed according
to the content they remember but according to a set
of prescribed outcomes which have been developed.
These outcomes were developed by a number of
‘stakeholders, being people involved in educa{ion,
business and industry. These stakeholders worked
together to identify the knowledge and skills that
leamers need to be competent, responsible tlunkmg
citizens2”.

2. CONSTRUCTIVISM *

3. CURRICULUM AS

PROCESS

~ OBE calls for a different way of teaching in the class-

room. If knowledge is constructed through social inter-
action we need to enhance these types of interactions in
the classroom. This calls for more participatory learn-

ing in groups. Amnother change is that teachers will not

~ be restricted by a ngld syllabus which needs to be com-

pleted by a certain time, instead outcomes provide long-
term goals and it is up to the teacher to decide how and
when learners attempt different activities. Teachers are
also given the opportunity and responsibility of design-
ing curricula which work towards identified outcomes
but are also relevant to the local context of the learner.
Because learners are working towards outcomes rather
than content based knowledge, the old ways of assess-
ing (via exams and tests) are no longer appropriate.
Instead the learning process needs to be contirually
assessed in different ways so as to ascertain whether the

learner is able to achieve the given outcomes33;

All educational practice is informed by theory Our interpretation of theories of education shape: what we teacly;
how we teach; our perceptions of teachers and learners and how these influence our interactions in the learning
environment28, Constructivism is a family. of theories that share the view that human knowledge and experience
need active participation from tearners2®. The reason for developing this backdrop is because education theorists
started viewing the way. we learn differently. Until récently the accepted model of teaching has been based on the
hidden assumption that there is one true form of knowledge whicl) exists "out there" for us to discover. Theorists
such as Piaget, Vygotsky and Berger and Luckman (social constructivism)30 challenged this notion of an objective
true knowledge. Instead knowledge was thought to be constructed in the mind of the learner. Each leamer con-
structs knowledge that "fits" their own experience of "mahty"” Because knowledge is believed to be construct-
ed through social interactions, leaming is seen as somethmg that is not coufmed to the classroom32. This changes
the relationship between teacher and pupil (see The teacher (5) and The learner (4)) as the learner (pupil) is seen
as already having leamt a lot from other situations besides the classroom. This needs to be acknowledged in the
classroom.  Teachers need to take as their starting point learners’ existing knowledge. ‘

5. THE TEACHER

The new education system challenges teachers to take on a dlf-
ferent more professional role in the classroom. Because they are
1o longer the ones seen to hold all the knowledge their role as
teacher is that of a facilitator rather than an expert. They have to
acknowledge the students’ own knowledge that they bring to the
classroom as well as take on the role of enhancing classroom
interactions and other learning experiences. Because of the

nature of the outcomes, teachers are also required to interpret and
develop curricula which are relevant to their teaching context35-

4. THE LEARNER

Leamers are no longer seen as having no
role to play in accessing knowledge,
besides turning up in class. Leamers are
responsible for their own learning. They
are viewed as having their own knowledge
that they need to learn to respect and
value34. In the clagsroom they can no
longer act as passive receivers but need to
be actively engaging in the learning
process.
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Environment of the Classroom




Environmental Education

In 1977, an Intergovernmental conference on environmental education was held in Russia, Tbilisi3¢. Out of
this came a list of guiding principles for effective environmental education.

These principles have a great impact on people's approach to environmental education (some people felt
that the Thilisi- principles legitimated environmental education)?”. The Thbilisi principles called for environ-
mental education to be based on a broader view of the environment, to look beyond the bio-physical to
include social, economic, political and cultural aspects of the world we construct38,

The Thilisi principals reflect a move towards seeing environmental education as interdisciplinary and a con-
tinuous life-long process. Why is such an approach needed? If we look at the picture of the OBE class-
room, everything looks like it is functioning well, but look at the picture across the page and you can see
that the classroom does not exist in a world of its own. There is the environment of the classroom but there
is also the environment outside the classroom walls which affects what happens within the classroom. Take
Sivuyile, hugging his knees, he is not paying as much attention to the class as the other children. This may
be because two days ago he was playing at the local dump over there with his friends. They came across
some illegally dumped toxic waste which is making him ill. Because he is not feeling very well, he can't
concentrate on what is happening in the classroom. For the class to address Sivuyile's problem, they are
going to have to learn about where their waste goes after they throw it away in the dust bin; how the dump
can be a health hazard; what types of waste are dangerous and toxic. They need to look at why people are
still able to dump illegal waste at the site3°. They need to understand that Sivuyile can't go to the doctor |
because his father is unemployed and can't afford the transport or the doctor's fee which was why Sivuyile
was at the dump in the first place, looking for scrap metal to sell. So the classroom does not exist in isola-
tion to the environment on the community. Environmental issues do not exist separately from the social,
political, economic and cultural issues in South' Africa. -

A Major Influence to the Backdrop Env1ronmental Education Curriculum Initiative
(EECI) | '

The idea of a new curriculum was the big break that environmental educators were looking for to be able to «
move some new processes into place on the stage of formal education in South Africa. This big break was
initiated by the players of the EECI which was formed in response to the changes taking place in formal

27 |otz, H.B. 1998; Tiley, J. & Goldstein, C. 1997.
28 van Harmelen, U. 1997. :

29 Bishop, S & Carpenter, J. - 1993,

30 Wadsworth, B.J. 1989; Vygotsky, L.S. 1978; Berger, P & Luckmann T. 1967
31 see example in Bodner, G. M. 1985.

. 32 van Harmelen, U. 1997.

33 Tiley, J & Goldstein, C. 1997. ,

34 Bodner, G. M. 1985. Constructivism: Atheory of knowledge.

35 Bishop, S & Carpenter, J. 1993. Tiley, J. & Goldstein, C. 1997.

36 UNESCO. 1977.

37 Itis with caution that | include a reference to international documents containing international principles for environ-
mental education. 1 feel we often tend to look around for dominant stories in international documents to give our work
some sort of ‘validity’ instead of relying on our own experiences and.understandings to create new stories. | mention
the Tbilisi principles because it is a story which influences my attempt to relate my work to broader myths in environ-
mental education. See Gough, N. 1998.

38 van Harmelen, U. 1997.
39 Jenkin, N. (Ed.) 1997. : 18




education. Recognition was given to this team of actors when in 1996 they were given the opportunity to
formally contribute to the new curriculum in South Africa??.

As part of thi§ contribution a discussion document, Enabling Environmental Education as a Cross
Curricular Concern in OQutcomes-based Learning Programmes*! was developed in 1997. In this document,
the EECI explain their approach to Environmental education within the current political scene of environ-
mental concerns and education. It also explores how environmental education could be mcorporated mto
the eight leaming areas while addressing specific outcomes.

Supporting the Learning Area of Arts and Culture

Although the arts can and are being used as in an interdisciplinary approach and thus compliment environ-
mental education very well, I was also interested in how env1ronmental education could be applied to the
learning area 1dent1f1ed as "arts and culture :

In the discussion document mentioned above, this is the rationale given for practising environmental educa-
tion in the leaming area of arts and culture: i
. The development of cultures over time has had a shaping effect on human-environmental interactions....

An understanding of culture and how it changes, thus helps us to understand the dynamic and changing

nature of environmental issues and risks. An understanding of the rela'tionshipé between people and environ

ments through changing cultutres creates a useful orientating framework for environmental education.

Culture would thus be a broad orientation concept within environmental education programmes. Using the

arts as methods for teaching environmental education as diverse, interactive ways helps to build action

competence and explore concepts??.

According to this rationale it would seem to me that the arts (which include drama, dance, music, drawing,
~ painting) are seen by the EECI as a teaching method which is interactive and helps'to build action compe-

tence and explore concepts’. I agree with this, but, for me drama and the arts have a far greater role to play
in environmental education than stated here. ' : :

African people have a rich and diverse artistic heritage. The arts are traditionally not seen as something
that is performed and watched by an audience, but have been used for generations as ways of dealing with
issues and problems within the community*3 Dance, song and drama were used as a way of dealing with
people who,.in the communities' eyes, were behaving incorrectly as well as addressing issues such as water
problems and land issues. Songs were usually made up about an individual or a problem and sung amongst
. peer groups as a way of sharing the problem. If this did not bring about any -action the community would
come together and sing and dance and act out the problem they were facing. As people came up with ways
of dealing with the problem they would join in and lead the song, dance or drama, acting out the potential
solutions. The so-called audience would also be constantly taking part by joining the dance or shouting
comments from outside the performance. Usually after this the ‘performance’ would develop into a story
which would be told to children so that they could learn from the mistakes of a person or community#4
For example if a man in 2 community refused to keep his cows away from the water but let them continual-
ly graze and move through it, his peers would make up songs about a man who was so uncaring that he

40 Lotz, H.B. & Janse Van Rensburg, E. 1997.

41 1pid

42 1pid, p 32.

43 Miama, PM. 1991, :

44 |egodi, D. 1998. Personal Communication. ‘ i 1 9




would rather dirty the whole communities” water than use the grazing land near the river. If the culpnt
ignored these songs the whole community including him would meet and songs would be sung by men and
woman about the problem. The event would be acted out usually with someone from the community acting,
out the role of the culprit. People would enact with this man's caricature venting their feelings and giving
the community advice about how to deal with the situation, with the audience shouting and singing advice.
After the whole situation had been dealt with, mothers and grandmothers would tell the story to their chil-
dren so as to teach them what is right and wrong behaviour. This educational process and experience can
be drawn on by environmental educators as a way of exploring local environmental issues within the com-
munity as well as at schools.

Encouraglng leamers to approach issues and leammg experiences creatively, enhances their ability to chal-
lenge what is already known. To be creative often means that we have to open our minds to new ways of
looking at the world in which we live. There are no easy solutions to environmental problems and therc is
a great need for learhers to be able to think creatively about the problems they will face in their own ‘com-
munity. Drama, song, and dance offer leamers the opportunity to experience issues and problems in a dif-
ferent way as well as giving them the opportunity to search and practice different ways of doing things.

Using environmental education as a focus for the learning area of arts and culture give leamers the opportu-
nity to recognise the importance of the arts in their everyday life thus addressing outcomes such as:

s

"Using the creative processes of arts and culture to develop and apply social and interactive skllls to reflect
and engage critically with arts experience and work; to demonstrate an ability to access creative arts and
cultural processes to develop self esteem and promote health; to acknowledge, understand and promote his-
torically marginalised arts and culture forms and practices"4>.

A note on the set:

Thave attempfed to present the set without commenting too much on what it looked like on the stage for
me. At this point in my research (way back in March 1997) I was figuratively throwing on the props with-
out completely understanding what their purpose or meaning was for me or the research. It was only after
having moved amongst them on the stage with the other actors of this research; reading more about them as
I worked and trying to write about them that 1 have come to understand their roles a little better. This does
not mean that I did not comment on all of this as I wrote it, I have just moved it all to a later part of this

play?6.

45 Department of Education, 1997.
46 See Felicity's Celebrated Cereal: A Breakfast Show with a Crunch pp 97 . 20
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..the most exciting discoveries are made when participants
agree to step into an imagined world of their own making.

- John O" Toole & Brad Hase.manl




ackground

I had the script of my research play written in the neat format of the proposal. This had-been aecepted by
the powers that be, the producers, Rhodes University as well as my assistant director, Dr Eureta Janse van
Rensburg. Now came the task of finding the sponsors (the HSRC), and the actors for the play, the teachers,
the students, the pupils. I also needed to get to.know the local stage that I would be playing on, that is
Grahamstown education. :

I had a script of my own to follow in pursuing the potential actors of this drama which was my research
curiosity but to help me along the producers of Rhodes University (the co-ordinators of the M Ed Masters
course) set me a task as a way of introducing me to this new experience of research. An early assignment
for the course work of my masters was to write a situational analysis of my work2. I wrote a situational
analysis on the area I hoped to be working and act-ing in, namely Grahamstown Primary Schools. I set off
to interview the key players in the ongoing drama of Grahamstown education, the principals.

I had certain ideas of what I would find on the set even before I went out to perform my first role as direc-
tor. I thought that there would be no environmental education in Grahamstown schools. (I believéd this
without asking anyone, I just took it for granted as that was what it was like when I played the role of pupil
in school3). Secondly I was quite sure no teachers used any drama in the classroom. With these assump-
tions in my head I organised an unstructured interview for the principal and a questionnaire for teachers.

Looking for some actors

The interview with the principals aimed to accomplish three things: to get to know the environment of the
school; to find out if environmental education and drama were being taught; and to find out if the school '
would be interested in having a part in the script that I introduced to them. The questionnaire mainly
focused on finding out whether individual teachers taught environmental education or used drama in the
classroom. I also wished to leam how teachers viewed ‘the environment’ .

- One of the challenges with these s0 called auditions was that I was already in role. Even though I am wnt—
ing this as the director and script-writeT, the role I played when lookmg for actors was the student-
researcher and a very nervous one. New in my role I reverted back to old actions and old plays in an effort
to cope with this new situation. My first interview was with a headmistress of an all girls primary school
which caters mainly for the middle to upper classes in Grahamstown. This is what I recorded n my
journal# after the meeting: : '

MsV was not in the least enthusiastic about the project. This hit me hard. I expected criticism but I thought .
people or rather she would be excited because I was. The thing that struck me the hardest was the way I

1o Toole J. & Haseman, B. 1988. .

2 | ysed interviews and questlonnalres to conduct the situational analySIs This took place from February 1997 to the
beginning of March 1997. The information and insights | gained from this study contributed, but were not the focus of,
my research methodology.

3 Bodner discusses how students he worked with struggled to change their perceptions of certain scnentlﬁc knowledge
because it conflicted with knowiedge that they had been using in everyday experiences even though this latter knowl-
edge was scientifically invalid. Bodner, G.M. 19835

4 Along with the interviews, questionnaires and observations (see later), the journal formed part of the

research methodology of the study. The journal was kept throughout but particularly in the early stages of the 22
research, as later it became replaced with this text work.




allowed myself to be reduced. After the course week, I allowed myself to consider the possibility that I was
on the way to being a "professional” (whatever that means). 1 kept feeling the word colleégue_and not
student and I liked it. The problem with meeting Ms V is that I became a student again. Just one of many
who doesn't know much and wants to use her school in an experiment. Actually it was worse, I became one
of her pupils. I wonder if I was older whether it would have made a difference. ... BUT what really made
the difference was that I allowed her to see me in that light - I became the student so it was easy for her to
become the teacher. And seeing as I was the student, I got what I camé for, a lesson -(28th Febmary 1997).

So even before the action of the play began we were already in role, fighting for power in subtle ways. As
a director of a research project my power was constantly shifting. Sometimes I seemed to be some
promised messenger. "Yes, Jane we really need this in our school" (a remark made by one of the princi-
pals) other times principals challenged me on my ideas and made a point of letting me know that they too
have studied at Rhodes. "Do you know Ms E, at Rhodes, I'studied under her" (an interruption while I was
answering a question with regards to some more probing questions asked about the research). All fifteen
mterviews I conducted were different. Some went on for over an hour as I sat through long detailed histo-
ries of the school and still received no commitment from the principal to be involved in the project. At

- other times I spoke a sentence and the principal was asking me for the day I was gomg to come to the
school.

The interview situation wasn't a one way process, 1 was having to play a double role. I was looking for my
role-players but I was also being interviewed to be part of the on-going play of education in Grahamstown.
Would my part be accepted into their drama? :

Out of all fifteen interviews, three principals said they would be interested to play a role in the drama I
wished to stage. So as the director I had my potential actors. -

The local set
As for the stage where the action was to take place my assumptions were challenged in quite a few ways.
Both the interviews> and the questionnaires® (I sent out seventy-five and got seven back) informed me that
there was some sort of environmental education in most of the schools in Grahamstown. From Grade One
to Standard One children took Environmental Studies as a subject. Environmental Studies looked at local
History, animals (such as "what is a mammal?"), health etc. Most principals and teachers who responded
believed that after Standard One, Science was the subject which-dealt with the environment’. Another
form of environmental education happening in the schools surveyed are outings to the "natural” environ-
ment. Although these outings are probably beneficial for children the attitude that the principals and teach-
ers have of them need to be questioned. Comments from principals when talking of these trips were "We
need to keep the children happy" (this was a comment from a principal that felt she needed to compete with
‘other schools for pupils and if they promised an outing once a year, parents would send their children to her
school) or "We send them on expeditions to Kasouga, Thomas Baines, the Kudu Reserve, basically they go

5 The interviews were conducted as semi-structured discussions with fifteen school principals during February and
March 1997. : .

& To each of the principals | interviewed | gave ﬁve questlonnalres to give to lower primary school-teachers (foundation
phase) for them to answer and return to me. Questionnaires where all given out by the 4 March, to be returned by the
17 March. Out of the seventy-five questionnaires | received seven back. When phoning the schools for the question-
naires discovered that most of the principals where not very diligent about giving them out and many of them never got
to the teachers.at all. .

7 There are a growing number of people that are startmg to view the obsession of science and progress as one of the
problems when dealing with environmental issues and not the solution. If we acceptthe view that environ-

ment issues are social, political and economic issues then to think that all the answers to such problems will

- come from the arena of science is rather a narrow wewpount See Patti Lather on the failure of Positivism.

Lather, P. 1991, o 23




out and have some fun". Other environmental activities in schools were the observation of environment
day when children are asked to pick up rubbish. Also in a few schools there were many environmental
posters on the walls but no reference was given in the interviews to how these posters where being used.
One of questions I asked in the questionnaire was to give a definition of the environment. I followed this
by asking teachers to draw a picture of their personal environment. What amazed me was the way each
person’s definition of the environment paralleled their drawing of their persohal environment (see example
below). What this said for me as a director of "Dramatic Learning” is how we build on our understandings .
from our own experience. I did this in my assumptions of what I thought I would find with regards to envi- -
ronmental education and drama in schools. The teachers did it when coming up with a definition of ‘the
environment’. Drama can be of importance in this regard as it is often used as a way of bringing out into
the open our assumptions and values around our understanding of a particular issue. Just by drawing a pic-

“ture of their personal environment, teachers started showing where their knowledge comes from. In a simi-
lar way, drama can also be used to look at our assumptions underlying our knowledge. '

Six out of the seven definitions and pictures of the environment that I received, showed a broad understand-
- ing of the word "environment". The teachers saw the environment as including their personal living space
and human interactions. This personal view of the environment stands in contradiction with the way in
which environmental education was narrowly viewed, in schools I v1sxted as an "outing" or after Standard
One as scientific knowledge.

As for the arts, no one was consciously using the arts as a medium of education. In both the interviews and
the questionnaires, teachers and principals said they where not using drama in the classroom. If there was
any drama happening in the schools I visited, it was a formalised play performed for the general public
(mostl); parents) once a year. As one of the principals commented when turning down being part of this
‘drama, "If we are going to put on a production it must be a first rate production, if the public is going to

" come and watch it". Overall, the schools surveyed were either not considering the use of drama in the
classroom or if they were it was seen as something that is extra-curricula and prodyct (performance) orien-
tated. : - -

There were a few other things I learnt from the situational analysis assignment which seem to have little to
do with envifonmental education and drama but which affected everything the participants and I found our-
selves doing. First of all there is a surprising competitiveness between schools.  Grahamstown East schools
(former ‘black’ schools) are competing with each other for pupils even though their schools are overcrowd-
ed and lack the facilities to cope with many pupils. In the interviews, principals said that they need the
money for the school fees. In predominantly ‘white” Grahamstown schools the competitiveness is of a dif-
ferent nature. Here it is a competitiveness between the wealthy private schools who have "three science
laboratories"(comment of a government school principal who said that even though his school only has one
laboratory and the private school has three, they still do well in the Science Olympiad) and the government
schools...This seems to be a struggle for former model C schools to compete with the standard of privately
run schools even though funding from the government is dwindling. This competitiveness comes out in the
comparison of academic results and sporting achievements. How might this affect the research project?
Schools may be unwilling to work together. Also the reasons why schools decide to do workshops are not
always for the betterment of their skills but rather to compete with other schools for pupils.

The actual physical environment of the stage. The biggest environmental problem mentioned by
Grahamstown East (the township) teachers and principals is sexual and physical abuse of children. This is
the situation in primary schools. The issue most frequently mentioned by principals of former ‘white’
schools in Grahamstown as the biggest envifonmental problem was the litter that is found in Grahamstown
East. [ feel that these two statements really encapsulate the divide in South Africa and South '
African education.’
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So at the end of this first step in getting the play together I had three schools interested in acting in this
drama. None of the schools involved were former Model C schools or private schools. Two are schools in

Grahamstown East, the third is a school based in Central Grahamstown

- An example of how a person’s personal environment influences their
“perception of the environment. Taken from the questionaire given to

lower prlmary school teachers in Grahamstown.

i; How would you define the envifonme
é’vu.\f‘f%mt .-\_j OR@m Q_V\O; Q"(’-&f\ﬁ‘é s,x
‘ L Swnr‘cs\.we\ g&é - , '

(I am

2. Hake-a brief : draw1ng of your%fpersonal”env1ronment
I Just want - to get -an

not asklng for an -artistic impression,_
1dea of how ‘you perclevewyour env1ronment)

DL s

o *‘\ A A
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Meet The CharacTers'

(In order of appearance) -

Jane: The smdent-researcher; the director; the playwright.

Zaru: Jane's alter-ego; Jane's friend; Jane's conscience; and a person in his own right when Jane as play-
wright allows him to be.

Thomas: A part-time lecturer at the Drama department. He helps Rob run the Educational Theatre and
Drama course.

Rob: A lecturer at the Drama department. He co-ordinates and runs the Educational Theatre and Drama
course which is an option course for second and third year and honours drama students at Rhodes
Umver51ty

The group of Educational Theatre and drama students in third year (EDT). All are women. They are:
Glen: An honours student in drama who joined the thlrd years in taking the course.
Alex: Third year student, extrovert personality.
Suzanne: Third year student, very observant
Mvusi: Third year student, has a lot of energy.
Phil: Third year student, very thoughtful and present.
_Iris: Third year student, organised and prepared.

Gfifzy Man who holds up signs.

Sally: Jane's shy personality.

Josline: Jane's dark felﬁilline personalify.

A camera person with video camera.

Teachers present at the workshop. All of them were women.-They are:
Carol: Standard One teacher.

Tobeka: Grade One teacher.

Nosipo: Grade One teacher. ,

. Mrs Meersig: Principal of Lily Primary School

+Mrs Mavuyu: Principal of Green Hills Primary School.

Kathy Standard One teacher, 1 worked with her after the workshop.

Felicity: Host's three television shows in the play, Fellclty s Fab Talk Show, Felicity's Breakfast Cereal and
Backstage with-Felicity. .

Richard: Investigative reporter for Felicity's Fab Talk Show.
Prof Kesheni: A guest educational academic on Felicity's Fab Talk Show.

Eureta: Professional academic who is constantly challenging herself and others. She is the supervisor and
assistant director to the project.
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VAct 1
- Ideals and
Ideologies

Do you want to improve the world?
I don'f think it can be done.

The world 1s sacred.

It can't be improved.

If you tamper with it, you'll ruin it.

If you treat it like an object, you'll lose 1t.

There is a time for being ahead,
a time for being behind;
a time for being in motion,
a time for being at rest;
a time for being vigorous,
a time for being exhausted;
“a time for being safe,
a time for being in danger.

The Master sees things as they are,
without trying to control them.
She lets them go their own way,

. and resides at the centre of the circle

-Lao-Tzu!




.

cene I.

Set: In Jane s parkhome. An arm chair, a drum and a carpet on the ﬂoor Papers gnd files are scattered

around the floor

Enter from right stage, Jane with a file under her arm. She looks quite'exhaﬁsted

Jane: So this is what the research looks like on stage.

Starts looking around, taps the drum.

Mmm, not exactly like the set we played in.

Flops down in armchair. Looks at the audience and talks to them.

It's quite strange to return to the beglmlmg of my research again and have a re-look around.

Looks around as she speaks.

For you it will be the first time that you see thls so it will be a slightly dlﬂ"erent experience from mine.
Gets up and spreads her arms.

This is my home. You don't usually see the home of the researcher do you as 1t is usually the place were
they write their reports, read their books and think about the day "out there™ over supper.

Gives some of the papers a kick with her feet. .

Here is where I sorted things out in my head sometimes talking to friends, sometimes talking to myself. I
have called this first act, ‘Ideals and Ideologies' because I had high aspirations at the beginning of my
research. You can imagine that it was difficult to write about these great aspirations with enthusiasm after
the research, which, as I hinted at in the introducing chapters to this play, challenge them. For your interest
I'll do a brief re-cap on what I have done in my research so far. I interviewed some principals...

‘Zaru: From backstage. Some? Hah, more like fifteen!

Walks in.

Jane: Gives him a nasty stare. That was not your cue. You are not supposed to be on stage yet.

Zaru: Okay.” Turns around and walks off. Jane looks slightly ruffled waits till he leave, shakes herself and

continues.

Jane: I interviewed fifteen principals and gave out sixty-five questionnaires to teachers. [ did this to try and

find out whether there was any environmental education and drama happening in schools. Also to ask if
any schools wanted to be part of the project. Before I started with the interviews and questionnaires, I had
a lot of assumptions. These where challenged. I thought there would be no environmental education in
schools.

Zaru: Baclcstage. You really thought there was no environmental education at all in schools?

Jane: Shouting towards backstage 1 thought there was none because I never had any' Okay? Fuacing the
audience. 1 also thought that drama wouldn't be happening much in schools. I was right in this regard but
children were being taught environmental studies until Standard One. I also thought that the teachers’ view
of the environment would be limited to seeing it as something that exists out there and not as something

that includes their natural environment. Well... Most of the teachers’ definition of the environment includ- -

ed their own personal space and relationships.

Zaru: From backstage. Hurry up, let's have some action.

[

1 Lao Tzu. (Translated by Stephen Mitchell) 1988. o ] ' 28




~ Jane: Stick to your lines, I'm writing this play.
Zaru: From backstage. Bloody soliloquy if you ask me, all talk and no action.

Jane: In a loud voice. The next stage of the workshop was to run a drama workshop for teachers that were
interested. Voice calms down. 1 didn't feel equipped to do this so I approached the drama department. Rob,
a lecturer in charge of the Educational Drama and Theatre group said [ could work with his third year class.

»

Zaru: I'm coming 1n ready or not. Walks on stage. Jane Iries to ignore him and continues. Zaru stares at
his fingernails and starts whistling.

" Jane: Irritated voice. So this is where the action starts from
Zaru: Under his breath About time!.

-~

Jane: Still to the audience. 1 have met with the drama students and have been asked to present something
on environmental education. I have to do this for tomorrow and I am having some trouble dec‘,ldmg what to
do. Jane turns round, stares and stalks off vlage pushing past Zaru as she goes.

Zaru shakes his head and walks over to the chair, plonks himse{f down. Starts looking around, sees the
drum and picks it up and starts drumming. Short drum solo. '

Jane walks in. Sits down, looks at Zaru and randomly grabs a paper and starts reading it. Zaru stops
drumming. ' ' :

Zaru: Hello.

Jane: Distracted. Hello.
Zaru: What you d.oing?
Jane: Huh.

Zaru: What you doing?

Jane: Oh I'm trying to avoid the fact that I have to tell the drama students I've asked to help me, wha.t envi-
ronmental education is. »

Zaru: When have you got to tell them?
Jane: Still reading. Tomorrow.
Silence for a while, Zaru rolls his eyes. He gels up and walks fo the audience.

-Zaru: At the moment I am playing Jane's alter-ego, some part of her doesn't want to prepare for tomorrow
as she thinks she can't do it. It's my job to convince her she can and make her feel guilty enoug,h to do it.
I'm usually pretty good in this role.

Turns to Jane.
Don't you think you should do it now.

Janeﬁ I don't know enough, I need to read more. Just stop disturbing me.

Zaru: | think you're avoiding it. You always do this, just now you'll say you can't do it now ~
because you've got to make supper. , R ' ‘ 29




Jane: Well I do.

Zaru: Jane, In convin_cihg voice. You owe this to yourself, if you don't do it you're going to start getting all
panicky and start complaining and get generally irritating and then I'm just going to leave and how will you
get through tomorrow without an alter-ego, huh.

-Jane: You're homble.

4

Zaru: Just doing the job you wrote for me. What have you decided to do so far?

Jane: Okay, I've decided to go about 1t in the way the masters course in env1ronmental educatlon was intro-
duced to the masters class.

B *
Zaru: Uhu. Looks at audience. This is where just nod and look mterested T urns to Jane and takes on an
intense listening pose. :

Jane: What I really liked about it was the way we started by looking at what we wanted out of the course.
We looked at our objectives, personal ones first and then tried to find group objectives. 1t was really diffi-
cult to do but it made me feel that I had more control over my learning, also it made me feel as if I was a
participant in the leamning process and not just a passive receiver. Starts getting excited.

I thought doing it this way with the drama students would be empowering as it would make them feel like -
they were really sharing the process with me and we could see where we stood in relation to each other.
Like I could make it explicit from the start that one of my objectives is to personally develop some drama
skills.

Zaru: That sounds great. Turns to audience and signals "so-so" with his hands.

Jane: I've still got to tell them a bit about Outcomes Based Education and I just can't get my head around
it. I've read about it and it sounds great. What strikes me the most is the change in teaching techniques.
OBE seems to promote more participatory approaches

Zaru starts falling asleep. ‘
You see, learners are seen as having their own knowledge which they have constructed through social expe-
riences. If we learn through social interactions then the traditional classroom is not really conducive for
learning, as there are hardly any interactions between the students. Also the teacher is seen as the only
knowledgeable party in the classroom who has to impart the goods to the students. This proposed change
seems great to me as I really believe we learn through our connéctions with others. It is that way for me
anyway. Ilearn a lot by llstemng and readmg but I learn more through engaging with others.

Turning to Zaru. . : .
But you see my problem is that I cant seem to grasp what they mean about outcomes.

Zaru s head has fallen onto his chest and a soft snore is coming out.

Jane looks Irrltated

In a loud voice in Zaru's ear. My problem is I can't seem to grasp what they mean by outcomes.

Zaru: Jumps What do you mean by..? At a loss for words.

Jane: Sweetly. Outcomes, if you would really like to hear...?
Before Zaru can answer

Well, children are no longer assessed on how much they know, the facts, but rather on identified outcomes.
It seems to me that they are trying to move away from chalk and talk techniques to.. I'm not quite sure.

A
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Dramatic Learning  Ideals and Ideologies  Act1Sct

it's like the teacher no longer has so much power. Or rather the form of power they have has changed-.
Instead of having to dominate the class and in tum be dominated by the Education department... Do vou
remember those awful looking patriarchal mspectors that used to come and check up on teachers? (See pic-

ture below? )

Curricislum committees met regularly to consider changes to the syllabuses

Zaru: They look scary!

Jane: Exactly. Tremember there used to be an aura of fear around the school, the teachers would be all
jumpy trying to remember the correct way to teach accordmg to the Department of Education. Well now
teachers can cast around for different, more creative ways of teaching. Also they have more control over
what and how they can teach. If their power is not acknowledged reaching specific outcomes will be very

difficult. So they still have a tot of power, it's just different?.

Zaru: Getting slightly drawn into the dialogue. And what about the kids, do they still have to stand to
attention. - , :

Jane: Well as far as I can tell, the leaming is more focused on the child's personal environment so lessons
should be different in cach classroom. Constructivism is the big go-go word.at the moment. Theorists
argue that we construct knowledge to make sense of our world. . For example, science is only one way of

2'Shalem warns us against seeing teachers as just facilitators within a learner-centred education system. To do this we
are-denying the immense conceptual difficulty which makes teaching possible. This is to deny a teachers pedagogical
authority, the eplstemologlcal |abour that the teacher has to conduct in order to bring the learners into a working rela-
tionship with the tradition which informs the curriculum and pedagogy of the classroom eg. Outcomes based education.
"To entrust teachers with critical outcomes... and at the same time place them in the background as stage workers of a
play is to rob them of their pedagogical authority necessary for achieving these outcomes. Shalem, Y. 1997,

3 Dept of Education & Culture. 1994, Year Book.

4 Shalem, Y. Epistemological Labour: The way to significant pedagogy authority. Paper presented at the
Kenton-at-the Gap Hermanus, 31 October - 2 November 1997 ‘ 31




making sense of the world, there are many others. I've felt'this for a long time and it feels like I am discov-
ering things that I feel intuitively - in theory. .

What I like about this change in the education system is that it can potentially give children a voice which
they haven't had in the past. That is why I thmk drama could fit so well into it. Do you know Augusto
Boal's work?

Zaru: Ja sure, Theatre of the Oppressed5 and all that stuff. Llsten I'm getting hungry can't you do that
supper you were talking about.

Jane: Later, listen! -
Zaru sighs and shrugs. To the audience.

Zaru: I'm too good at my job. I'd make it myself if I wasn't just a voice in her head. My only hope now 1s
to get her instincts on my side but they already seem so enmeshed in thls whole conversation... jeez, it's
gonna be a battle.

\ .
Jane: Boal saw theatre as a political weapon which could be used to empower people against their oppres-
sors®. He believed that theatre could give the voiceless a voice as well as a way in which we could practice
different ways of getting out of our situation. Teachers and leamers are less pitted against oppressors but
rather are stuck in old ways of doing things and are strugghng to move forward Both teachers and pupils
need to ﬂnd their new voice in the classroom.
Zaru: Kind of like looking for altematives. .
To audience. _ ' .
Now I'm getting involved. If1 carry on this way I won't get supper. Hunger pains move into action.

Jane: Jeez I'm hungry...
Zaru: Doing victory signs Yes!

Jane: But I must finish this first. ,
Zarurolls his eyes and looks like he-is going to faint.

Zaru: Look you don't seem to have any trouble with this stuff.

Jane: Well, I still don't really understand what outcomes are! It seems just the same to me.

-~

Zaru: Exasperated. What seems the same?

Jane: Well what is so different about outcomes and marks? I mean both are saying there is some product
to leamning. Before I read too much about it I thought that OBE meant that education would be more
process based. But we still have to prove that learning has taken place and yet if we believe that leaming; is
a process then when do we decide. to stop the process and test the performance?

Zaru: [s this what Outcomes Based Education is saying, that education is a process or is that just your
opinion?

S Augusto Boal, 1979, developed participatory theatre techniques to give a voice to oppressed people as
well as to challenge their oppression. See introductory chapters for more information about Augusto Boal's
work (see chapter 2 - Setting the Scene). Boal A 1979

6 Ihid, pp XXX-XXXi ' - 32




Jane: Well, Curriculum 2005 states that education is a life-long process’- It also emphasises that education
should take place in a cycle of Assessment, Activity, Reflection, and Planning. In this way it is a process, I
suppose. But we still have to achieve defined outcomes. I'm still quite confused.

Zaru: To audience. Qh no, if we don't get to leave this outcome business behind 1 may as well start look-
ing forward to breakfast. Try the hunger pains again. Oh and while you at it add a slight thirst.

Jane starts gasping . :

No, not that much, just enough to take her mind off these damnable outcomes.

Jane: What’s the time?
Zaru: Supper time.

- Jane: Looks at watch as if she has not heard Zaru. Half past seven. Jane hesitates. Zaru gets down on his
knees before her praying for her to say supper. She looks at him.
Nope, 1 promised myself I'd get this done before supper.

Zaru falls backwards in despair

Zaru: Well, what else do you have to do?
Jane: I've got to introduce them to environmental education.
Zaru: Oh yes that, it is after all a degree in the double "E".

Jane: Frowns at Zaru and continues. 1 thought we could brainstorm what w‘e.: meant by the word environ-
ment and see how these ideas linked up with each other. From there 1 thought we could look at different
ways in which people view the environment, say from a completely human centred view to an eco-centric
View. i

Zaru: Sulking. Ja right, what's the difference. It's all about plants such as lettuce, tomatoes, spinach, salad,
casserole .....

Jane: I'm feeling really really hungry now. Mmm. Zaru mouthmg "Yev Yes Yes"” No Im almost done. Zaru
defeated. What where you say1ng’7

Zaru: Said very slowly. 1am hungry.»

Jane: Ignoring him  Oh yes, that it is all the same. Well actually you're wrong. It's not just about lettuce.

The "environment” is a human-construct you know, not some object out there. Qur ideas or images of the

environment are influenced by the way in which we view the world. Take for example a Christian view of

_ the environment. Christians view that humankind are to act as stewards over the environment and use it as
. they see fit. This straight away assumes that the environment exists separately from humans and that

humans are in charge of it°.

Zaru: Kind of if you think that humans are not part of the environment it justifies our abuse of it.

7 Tiley, J & Goldstein, C, 1997.

8 "We define [the environment] as such by use of our own mdlwdual and culturally imposed interpretive categories,
and it exists as the environment the moment we name it and imbue it with meaning. Therefore, the environment is not
something that has reality outside or separate from ourselves and our social- miieu. Rather, it should be understood as
the conceptual interactions between our physical surroundings and the social, political and economic forces that organ-
ise us in the context of these surroundings. Itis in this sense that we can say that the concept ‘environment’

is somally constructed.” DiChiro; 1987 quoted in Fien, J. 1893. - .

9 Burt, J. 1997. | _ | 33




Jane: Well sort of. But that is only one point of view although it is rather dominant. There are other views
of the environment as well such, as the Gaia theory which views the whole planet as a living organism.
Humans are just part of the whole works!?. Also there is Deep Ecology which describes a deeper more
“spiritual approach, viewing humans as being inseparable from their "natural” surroundings!!: I kinda like
this viewpoint a lot even, though it is rather individualisiic. The first, in Deep Ecology to caring for the
environment is to reach an ecological consciousness which will then naturally lead us to be more environ-
mentally caring. This is not necessarily true as I know some very spiritually and ecologically conscious
individuals who are very in touch with the bio-physical environment but don't even recycle!

Zaru: Well one can't live on spirit alone can one?

Jane: Huh?

Zaru: Nothing, just reminding you of the physicval being that we share which is being rather neglected.
Jane: If you can't be useful then just go awa)'f.

Zaru: If only 1 could... Sits down on sofa and closes his eyes.

Jane: I do believe that one of the reasons why there is so much environmental unconsciousness is because
we have lost touch with the world.  Somewhere along the line we have separated ourselves from earth and I
really believe that through creativity we can find that link again. We need to re-write our stories of our
environment. A brief silence as Jane contemplates what she has just said. 'Well I feel more ready now,
shall we eat? Silence. Soft snores fill the air for the second time in the evening. Oh well, I'm not so hun-
gry anymore anyway. Jane curls up on sofa with Zaru and goes to sleep. '

Curtain down.

END OF SCENE 1

cene 2.

Set: In the centre of the stage there is a large white sheet spread on the ground. Near the front of the stage
is a bench with a mirror. . .

Everyone is dressed in white. The actors costumes remain the same until the end of Act 3. Jane, Thomas,
and Rob carry clipboards to represent their authority and control over the situation.

Curtain up

There are three actors crowded around the mirror putting on make-up. They are checkmg each others
make-up talking softly. Once they have finished they walk off stage.

Cue music: Elephant march from Jungle Book

10 | ovelock, J. 1985.
1 Devall, B & Sessions, G. 1985; Fox, W. 1993. : 34




Enter Drama students left. They march in, in a line to the tune of “The Elephant March.” When they
reach.centre stage the music fades out and one of the students shout:

Myvusi: Halt, Right tum.
All: In earnest voices, looking straight at the audience. We believe in educational drama and theatre.

Jane enters right reading clipboard, she reaches centre stage and looks up at the audience, smiles as if
recognising them (NB, the audience must find it difficult to recognise her as the person they just recently
met in SCENE 1).

Ja__me: In a sing song voice 1 believe in Environmental Education. Continues to study flip chart.

Enter Thomas and Rob right, chatting to each other. They suddenly become aware of the audience and
Jane and the drama students. They look at each other slightly shocked. Thomas takes out mirror to see if
‘his make-up is in place. They have a silent discussion with each other, heads together. At one point
Thomas turns around to look at audience then quickly goes back to discussion. Students and Jane are star-
ing at them with suspense. Suddenly they both straighten up and 9mzle at the audience, slightly flustered.
Brush down S‘hlrti‘

Thomas and Rob: We believe that this will be a great educatlonal expenence for our students They will
be examined of course but that is part of the system. '

Suspense breaks and the drama students and Jane start cheering.

Cue taped cheering as well as music -Shibobo by TKZee. Glitzy man enters left carrying “applause” sign
and walks across the stage, showing it to the audience. Rob and Thomas look at the audience with movie
star smiles and bow. They turn to shake hands with Jane. Jane treats them like movie stars and leads them
to centre stage (on white cloth), the students form an arc around them in uniform fashion. Cheering and

. music fades, Rob and Thomas look at Jane, she looks from one to the other and back again. Drama stu-
dents are staring at her wn‘h anticipation, looking at each other and back at her. Jane takes a deep breath,
breathes out...

~

Fade music

Jane: Okaj/ cvefyone because we are entering the new...

Thofp as: Steps forward and shouts O

Jane: Steps forward and shouts B |

Rob: Steps forward and shouts E .

Cue cfieering. | |

Rob, Thomas and Jane pat each other on the back . Cheering fade out.

Jane: Or ‘oﬁtcbmes-based educatid‘ll, let's look at our 6utc0mes for the project. We can...-

Rob: Jumps in front of Jane, hand.; in the air and shouts. STOP! Rob stays frozen in that position. The
drama students and Thomas are also frozen in stances of shock or surprise. Jane looks around expecting
the play to continue. Starts getting impatient, looks at her watch, taps her foot. Everyone stays frozen.

~ Jane gets fed up. She picks up Rob moves him to face the side of the stage and faces the drama
students and Thomas.
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Jane: Shouts WHAT?
Everyone starts moving again and talking to each other as if nothing has happened. Rob wonders where he

is for a moment, turns around and sees Jane He walks over to her with a smzle Jane looks up at the ceil-
ing and rolls her eyes.

Jane: To the audience. Drama people!
Rob: Walks up to Jane. Hang on Jane, does everyone know about...

Rob, Thomas and Jane jump into a straight line and

e
Thomas: O *
Jane: B \
Rob: E

In unison Jane, Thomas and Rob turn to drama students, they all shake their heads. Rob and Thomas look
at Jane. ‘

Jane: nervously What?
Rob: Jane, would you mind explaining this to us?

As he says this lights start dimming. Cue music: Pran’s Escape/The killing Fields - Mike Oldfield on Pure
Moods. A spotlight focuses on Jane. All other actors are frozen. Jane's eyes are wide and frightened, her
knees start knocking together, she looks from right to left as if looking for an escape route. She moves off
to the right but Thomas appears in the spotlight gesturing to her smiling. Jane turns and tries to leave
spotlight on the leﬁ but Rob appears also gesturing and smiling. Looks at audzence

Jane: Mhhmm. Weeellll, ha. Ummm, it is important that we move away from the old system. Starts
spealking faster and faster,gesturing nervously. Because you see it saw knowledge as facts whereas it is
really constructed out of, umm, our minds or the world or our experiences, so you see tests are no good as
we don't care about facts anymore only outcomes wlnch are really constructed anyway as is this play and
what [ am saying is..

Thomas: Jumps in front of Jane. Shouts. STOP!

Thomas freezes with hands in air, Jane freezes in shock. Light up whole stage again. ' Rob comes up to Jane
and snaps his fingers in front of her face. Jane and Thomas wake up, Jane shakes her head an looks at
the students who look back at her blankly. She puts head in her hands and starts shaking her head. Rob -
lifis her head up puts an arm around her shoulder and starts walking across the stage talking tb her like a
coach. : ‘

Rob: Well, another way of sa}./'mg it could be, that learners have to achieve certain outcomes. These out-
comes aim not only to increase the general knowledge of the leamer but to develop their skills, critical
thinking, attitudes and understanding!2-

Rob turns to students for confirmation, they all nod their heads in unison. Jane looks at Rob thankfully and
both walk back to centre stage and take their places next to Thomas. Jane looks at Rob, he nods. She looks
at Thomas, he nods, looks at the students, they all nod Looks at the audience and smiles... suddenly with-

12 This is how outcomes were described to teachers in a book printed by the Department of Educationto -
introduce Curriculum 2005 to teachers. This is all the booklet said. Department of Education, 1997. 36




‘out warning does a sweeping motion with her hands.

Jane: LEETTT'S GO!
Cue music: Shibobo by TK Zee.

. Everyone crowds around the white sheet, there is an air of expectancy. Mvusi, Phil and Alex look at each
other and jump into the centre of the while sheet. They begin acting out a conversation between three
friends on an environmental issue. Everyone else sits back and makes a big show of just watching the per-
Jformance. ' )

Alex: It is so hard to make chc;ices as a consumer these days. Everything is so complex. Ireally do try
and buy the green products though. : .

All very relaxed and picking at food.

.

Myvusi: Yes it is rather difficult, and we really don't know whether the products we buy are really environ-
_mentally friendly or not. For instance, do I carry my purchases in plastic bags or paper. Which one is more
environmentally friendly? ‘

Phil shakes her head and looks slightly irritated. Alex is very engrossed in the conversation with Mvusi.

Alex: Well I'd say paper, it can break down far more casily.

Mvusi: Yes of course most people think that but producing paper bags from wood pulp requires more ener-
gy than making plastic bags and plastic bags can be reused over and over again.

Phil continually looking irritated and rolls her eyes.
~ Alex: Yes but paper bags can be recycled.
Mbvusi: Yes that is so, but...13

Phil: Yes but what about people who don't even have enough money to buy food for themselves? What
" good is all this talking? '

Mvust and Alex look at her. All freeze. Rob walks up to them with a mike as if he is a reporter

Rob: Drama can be entertaining. Rob looks at the ‘audience’ of students. In a loud voice BUT... ‘Audience’
looks at him. ... it can also be political action!4. :

Muvusi, Alex and Phil stare at him for a second, then they huddle up talking. Every now and again ohe of ‘
them looks up at either Rob or the ‘audience’. Suddenly they seem to have a plan. Mvusi begins taking deép
breaths. Phil and Alex move into the ‘audience’, getting them to stand up. They do so half-heartedly.
Muvusi: Raising her fist, shouts suddenly shocking the onstage audience AMANDLA

Alex and Phil: raising their fists AWE THU!S.

The audience gets excited.

Mvusi: AMANDLA

13 Information for discussion taken from, Bennett, S.J. & Freirerman R. (Ed.) 1991. pp 37-46.
14 Boal, A. 1979.

15 A populér rally cry shouted at political gatherings. “Amandla” means “power” and “Awe tu" means “to us” 37
in Xhosa/Zulu. Oxford. 1996: -




E Everyone: AWE TU

Mvusi turns to audience off-stage. Glitzy man comesloffl, stage holding sign saying "Shout -AWE TU".
- Mvusi: AMANDLA o |
Everyone: AWE TU _ ' " .

Cue music - Shovholoza Busi Mhlongo. Glitzy man leaves stage. Everyone keeps miming action of
Amandla, Awe Tu. Lights go out. Come up again and Suzanne is standing in the centre of the white cloth
holding the mik, and looking a little nervous. Everyone is around the cloth looking at her.

Suzanne: Uhhum.. Mike distorts. ...Hello.. nervously Well ..... ... I think we need to explore drama as a
tool for education. -

’

Silence for a while as everyone looks at each other a few nod their heads: They all start to cheer and Glen
_ walks onto the white cloth and presents .Suzanne with a hammer as if it is an Oscar award. She looks
around pleased and shy.

Suzanne: Into the mike. 1'd like to thank my mother and father, my baby sister and her cat and her four-
~ teen kittens. .. '

Rob moves forward and tries to take the mike from her, she holds-onto it and tries to continue speaking into
'it.

Suzanne: And all my friends starting with Sue and Emily and Mark and..

Wrestling for the mzke gets hotter, Rob gets it away from her. Suzanne looks as if she is going to fight for it,
decides not to and moves 0/9r the white cloth waving. »

Rob is just about to say somethmg when he notices that Jane and Thomas are on the white cloth doing
something. He shrugs his shoulders and moves off the cloth. Jane and Thomas are on opposite ends of the
cloth. Jane is sitting on a plastic globe of the earth, staring into the distance. Thomas is looking.around
thoughtfully. He hand motions Glen, Iris and Phil to come onto the white cloth. They huddle fogether and
start whispering, Jane looks at them longingly, stands up and picks up the earth, shakes her head and sits

* down again. Thomas beckons for Rob and takes the mike from him, Rob shrugs and leaves the cloth. He
sits down looking rejected.. ' '

Thomas nods to Phil, Glen and Iris. They start forming a link across the whife cloth, using their bodies in
imaginative ways, some lying, some stand, linking feet, hands, bodies. Jane looks at them curiously.

" Thomas: Walks around the slowly growing link. 1 would like to see a link between drama and ...

The chain has almost reached Jane, the last person stretches out their hands but can't reach Jane where she
is sitting. )

Thomas: | said I would like to see a link between drama and... Gestures to Jane to grab the last person’s
hand. The students and Rob start encouraging Jane to reach out her hand. She carries on staring info the
distance. Everyone is making a huge noise calling out to her. Eventually T homas goes over to her and
pats, her on the shoulder. She Jumps and looks up at him. He points at the chain. Everyone is silent. Jane
looks at it for a minute then gets up, picks up the earth and hands it to the last student on the chain and

walks off the white cloth. Everyone stares after her.

Thomas Oh! Okay, well what I was saying was I would like to see a link between drama and
environmental education. : ‘ ' 38




Complete anti-climax, there is some embarrassed claps from the side.

Thomas: But that's not all, I would like to exploré a link between drama and environmental education
and... Drum rolls. '

Rob: O
Jane: B
Thqmas: E
Everyone breaks out in applause. Glitzy man with "applause” sig;'l. Rob, Jane and Thomas leavev the
white cloth. Mvusi runs onto the white cloth and starts playing charades%. Puts up four fingers. All stu-
dents‘ crowd round, struggling with each other to be the first to guess what Myusi is doing. ,
Glen and Iris: Together .Four words. T71ey glare at each other.
Mvusi nods, shows one finger.
Glen and Iris: Together. First word. Glare again.
Mvusi acts someone being killed andfdlls fo ‘the ]'Ioor.’
Everyone starts shouting different things about death. Mvusi .S'hakes her head to all of them.
Jane: Stab! / |
Phil: Death!
Iris: Murder!
Rob: Killed!
Alex: In a bored ;vay. Shakespeare?
Mvusi turns towards the person and nods excit..ea" She signals to keep trying.
Aiex: King Lear? Mvusi shakes her head. i oo
Thomas: Macbeth
* Suzanne: Romeo and Juliet.
Mvusi shakes her head disappointed. Moves her hand as.if fo car;cel everything. Shows one finger again.
Iris and Glen: Together. One »word‘_ Glares. ll

Mvusi nods, makes a sign for a stage which means the genre of a play in charades. -

Glen: Play!
Mvusi nods, moves fler hands to signal- continue guessing.

16 Charades is a game in which one person acts out a phrase while the group tries to guess what the phrase
is. The person acting out the phrase is not allowed to say anything and has to mime the whole thing. Itis
usually played in teams of two with. a time limit given to each group for guessing what the phrase is. 9




Jane: Act?

Mvusi shakes her head.

Iris: Drama!

Mvﬂ.vi points and nods her head really quickly.

Iris; Drama? .

Mvusi nods rapidly. Iris pulls a tongue out at Glen who glares back.

Mvusi shows threeﬁngers.

~ Glen and Iris: Together. Third word Glen rolls her eyes to the ceiling. She withdraws from the group and
startv fo think.

Mvusi nods , puts two fingers on her upper arm.

Iris: Two syllables. Looks surprised to hear just h(;r voice.

Mvusi puts. one finger on upper arm.

| Iris: First syllable. Mvusi shszes her heqd. |

Iris: Surprised. . Not the first syllable_?‘

Mvusi shakes her head.

Phil: It is the first syllable. | | o '
Mvusi nods her head. And then shakes it |
..Iris: No?

Rob: No, yes, no is the word.

Mvusi nods her head.

Rob: No what?

Mvusi puts her hand over her mouth.

Thomas: We know you can't talk but you can act it.

Glen: Shouts from a corner. T've got it, Mvusi has been tellmg us all along. Drama as non-verbal commu-
nication.

Mvusi: Smiling. Yes, and interactive. I got all of you involved didn't L

Everyone groans. Mvusi sits down with a grm Rob /umps onto the whn‘e cloth with the mike. He looks
pleased with himself that he can use it again.

Rob: This has all been fun but let me remind you. We have got to remember that we constantly 4 O
need to challenge ourselves and the teachers. And it is going to need continuous assessment.




That's it.

Cue music -TKZee - Shibobo. Studehts stért clearing away the white.cloth and shaking each others hands.
Jane moves to the front and starts trying to say something. Everyone just continues doing what they are
doing. After a few tries she shouts above the music. ‘

Jane: I want to learn draiﬁa skills!

Music stops, everyone stares at her- Rob comes forwa;'d.

Rob: We'll help you with drama skills if you give us an overview of environmental education.

They shake hands és if they have jl-lSl concluded a aeél and one of the students comes forward with a cam-
era kneels down and flashes the camera, Rob and Jane smile towards it. They turn and walk to centre
stage, students follow them and form a circle around them '

Jane is alone on the white clqth. aneplaps her hands.

Jane: Okay, what do‘we mean by _environment?

Everyone starts jumping up and haming things.

Everyoﬁe: Trees, plants, forests, animal habitats, ecology

Jane is turning from side to side listening to the them all, .§uddenly she puts up her hand.

Jane: Do you want to know a secret? -
Everybne: Together. Yes!

Jane crbuchesdown and says behind her hand,

Jane: The environment includes the political, economical...
- Everyone takes over.

Everyone: Historical, social. Poverty, class issues.......

Jane stands up,

Jane: Yes yes yes! -

She starts twirling around as students call out different things. Lights start to fade.
Cue music -Louis Armstrong -"What a wonderful world!"

END OF SCENE 2
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cene 3.

Set: Same set as in Scene 2. Curtain up. Jane is the only person on stage.

Jane: Talking to audience. 1worked in this environment for some time. Twice a week the Educational

- Drama and Theatre studénts would meet to brainstorm the workshop and prepare for the workshop that they
were going to hold for the teachers. This was a very difficult time for me. I really struggled to find my
place and role with the drama students. I really wanted the students to feel as if they owned the project as
much as I did. But instead of sharing it with them, I tended to give the whole thing up. There were two
reasons for this. One was because I was really intimidated by the whole drama scene. Ihad no formal
training in drama and was very afraid of being taken for a fool. I forgot that my ‘ideals’ about education
were to respect the learners’ socially constructed knowledge. 1had made it clear to myself, the students,
Rob and Thomas that I wanted to learn drama skills. I saw myself as a leamer and yet I did not acknowl-
edge my own knowledge. I didn't even need a teacher or a parent to not acknowledge it for me, I just
played that role myself. - ' '

Enter Zaru Ieft.

Zaru: And it wasn't me who played that role either. You've just éomplctely blocked me out for a whole
scene and I don't appreciate it. I've been screaming my lungs out at you to share your ideas with the stu-
dents but NO, I am not to be listened to! ‘

Zaru sits down on the white sheet in a sulky pose.
Jane: I did listen to you once. I prepared a whole evaluation of how I thought the process was going.
Zaru: Fat good that.did, you didn't even share it with them!

Jane: I know, it's just very difficult to learn new lines for new roles. I know that if I was following the
script of my ideals, I did not have to be an expert. Rather I could have engaged in the process along with
the others and probably have worked through a lot of the problems of the workshop. New lines are easy to
recite but when you don't have an example to relate to it's hard to say them with fecling, to really under-
stand what the words mean and how to act them out. I'm still not even clear about what is going on now.

" Turns away from Zaru to audience. . : - |

The second reason was similar to what I have just said. I'had a very limited experience of research role-
models. I had leamt the lineg of the kind of the researcher I wanted to be. A critical orientation working
alongside participants as fellow researchers 17. Research for action. In writing it all sounded so great. But
enter the stage and I didn't know quite how to act it out. I slipped back into the way I had experienced
other people researching which was to watch from a distance. Ihave withdrawn from this process and am

17 Two of Patti Lather's assumptions which guide her work are, firstly, “The possibilities of critical social science”, which
* take on a position of resistance in relation to hegemonic social movements. Critical theory, in Poster's words (quoted in
Lather) “springs from an assumption that we live amid a world of pain, that much can be done to alleviate that pain, and
that theory has a crucial role to play”. :
Secondly, “the politics of empowerment”, which Patti Lather recognises as a process that we undertake our-
selves not something that is given to us by another (p 2-5). Lather. P. 1991. .
Popkewitz, 1995, gives an overview of Critical Traditions in educational research up until and including postmodern
approaches to critical processes. Popkewitz, T. S. 1995. - "

: Robottom & Hart, 1993, give-examples of four participatory research projects in environmental education in
Australia which give rise to broad principlés in participatory research. Robottom & Hart conclude by emphasising the
importance for environmental education research to be participatory, enabling all practitioners at all levels to
adopt a research perspective in relation to their own practices and the contexts within which these occur,
rather than remaining in the domain of outside expert. Robottom, | & Hart, P.- 1993.

See also Kincheloe, J. 1991, & Gibson, R. 1986. 42




observmg it from what seems to be quite a distance, looking for the data, for the product of this research
Well the workshop i is tomorrow so I'll be moving into yet another new env1r011ment Wish me luck.

Zaru: Good Luck, just listen to yourself and trust the process, okay?

Jane: Slightly nervous. Sure T'll give it a try.
Jane and Zaru exit stage. A few seconds later Zaru returns and sits on white shee

Zaru: Talking fo audience. Jeez if only I could have a body of my an - what I would do now.. Well T
suppose you're wondering what I am doing here alone on the stage. She may be able to sleep, but I can't.
Anyway someone has to tie up all the ends of waking life. Again, yes, you guessed it - my job. Jane tends
to judge herself a bit hard. Ja, sure, I'm partly responsible for that, what with all my masculine energy
floating around. She is really facmg a shadow!8 with this drama thing. Trying to access her own creativity
and all that but really things are going pretty well. The workshop programme is looking really sharp and
the students have thought about it carefully. They even tried parts of it out with the Higher Diploma in
Education students. Rob seemed to think that it went-well. Jane has also been more involved than she
gives herself credit, wait till she reads through all the notes she has made she will see that it was rather her
shy personality,than her distanced personality, that was dommatmg

A woman walks across the stage dressed in very. nonde script clothes. Zaru waves.

Howzit Sally, I haven't seen you around much since Jane left school, have you enjoyed the past couple of
weeks.

Sally giggles girlishly, blushes and runs across the stage. Zaru shrugs.

Never could have a decent conversation with her.

The students are still rather confused about exactly how to use drama in environmental education. They
really struggled to work out a piece around geography and drought. A difficult one, you see they are strug-
gling with these new roles just as Jane is. In this piece in particular they started trying to develop a role-
play around the facts of drought and then how to solve it. [ mean come on, how can we solve a drought!!!!
Fly planes up in the air and throw water down onto the area suffering? Well we will see tomorrow, they all
have very high 1deals and they know their lines well, lets hope they have the action to go with xt

Stage starts darkening and strange music starts playing - Portishead - Dummy.
Oh no! Here comes Joslin, Jane's feminine dark side!®, she's really weird. I'm outta here, I definitely don't

- want to be part of this dream.

Curtain down

END OF SCENE 3. _ _ *

18 Reference to C. G. Jung’s work on the shadow, anima and animus, names for different archetypes which Jung
saw as the inherited structure of the psyche. Anima is the personification of the feminine nature of a man's uncon-
scious and Animus the masculine nature of a woman's. The Shadow is those psychi¢ elements which are mcompatrble
with the chosen conscious attitude and are denied expression in life. Jung, C. G. 1993. pp 410-420. See
also Jung, C. G. 1964.
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et 2
Play within
‘a Play

Besides the tension between play and history, there is also

the tension between play and presence. Play is the disrup-

~ tion of presence. The presence of an element is always a sig-"
nifying and substitutive reference inscribed in a system of
differences and the movement of a chain. Play is always

play of absence and presence, but if it is to be thought of
radically, play must be conceived of before the alternative of
presence or absence.

- Jaques Derridal




cene 1.

Set: Jane's park home.

“Jane is munching on some breakfast looking at some notes.. She looks up at the audience. Puts breakfast
cereal-down and walks to audience.

Jane: The action of this p€1ay is about to enter another set, a classroom in a primary school in
Grahamstown. New actors are about to enter the stage, each bringing their own baggage with them. The

- students and I have developed a two-day workshop, which will happen once a week on a Friday afternoon.
Of course I leamt another lesson about the logistics of research. Time is a huge issue, what suited one
school didn’t suit another, when the schools could make it, the EDT students couldn’t. ‘After trying to
please everyone for a couple of weeks I finally set a date around what seemed to be.okay for everyone.
Unfortunately one out of the three schools couldn't make that date so only two schools said teachers would
attend. I also made another mistake by making the workshop on Friday aftemoon, a good time for the stu-
dents but a very bad time for the teachers who like to leave Grahamstown to visit friends and relatives in
surrounding areas. ‘

Zaru strolls in and sees the bréakfa.s't. Jane doesn't see him.

Zaru;" Mmm, yummy.

Jane: With all the hassles, thé stage was eventually set for the workshop to take place.
Zaru: Speaks making Jane jump. So what's ilappellillg in the workshop, hey? |

Jane: Jumping. Héy that's gﬁinc.

Zaru smiles innocently, Jdne shrygs her shoulders.

Jane: You really want to know?

Zaru: Ja, seeing as I'm going to i;e there.

Jane: You're not corﬁing.

Zaru: You promised I could appear with other people besides you. I'm tired of only acting with you. 1
want more stimulus, more dramatic challenges, more excitement.

Jane: Very stern. No, and if you don't shut up I'll write your untimely death into the script. You're not
mdispensable you know.

Zaru: Looking hurt. You don't have to get tough on me, I'm just a poor lonely character at the mercy of
your keyboard. At least let me know what I am going to miss.

1o audience.

She thinks me dispensable now but just you wait.

Turns sulky, and sits with his back to her

1 Jaques Derrida, 1978. pp292 " ' 45




Jane: 'Well there are five sections to day one of the workshop, warm-ups, the ‘treasure box, image theatre,
and improvisational role-play. But I'm not going to write all of these things into the play. I'm just going to
represent, the treasure box and improvisational role-play as they both really bring out the key issues of my
research which are: our struggles to enact new roles and ideas as well as be critical about them and the dif-
ficulties of working within a process and not a performance in environmental education and drama. If any

~ of the readers want to know more about the other exercises they can tumn to the back of this play and read

through the notes on the workshop?. I will also refer to the other parts of the workshop at other times in the
play. ‘ )

Zaru: Turns around. With me, right?
Jane: Yes, definitely with you.

-Zaru: 1o audience. Ha! I have her. My time is ai)proaching. -
. Look at her, do you really think people will find this interesting without me!

Jane: In her own world. 1 found it really difficult to write this part of the play. The drama/workshop had
already been scripted by the EDT students for teachers and now I'm trying to re-script all of our experi-
ences of the play for a wider educational audience. It is as if I am re-writing a play of a play. I even had
the video production of the workshop to look at and analyse It was difficult not to fall into the trap of just
describing the script of the students.

Zaru: What's' wrong with that? -

Jane: There's nothing wrong with that buit I have identified certain themes that I want to explore in this
research. It is a different script to the one we acted out with the teachers. With different aims than the one
the students wrote out. I need to work with those themes and not just describe everything.

Zaru: Who's to say everything is not important?

‘ ‘Jane: I'm not saying it is not, it's just through the lenses of this research I have chosen to explore certain
themes which I think are important to share with the educational community. It is subjective but so is the

decision to research the development of nuclear weapons rather than solar-powered energy-!

Zaru: Okay, I get your point.

Jane: Anyway, it was also in the re-looking, re—searcliing, re-writing of this play that I really started to -
understand why the students and I abandoned the scripts we had written and reverted back to the old lines
of educators?. Look you've got to go now, it's almost time for the next scene.

Zaru: Sighs and stands up. 1 suppose there's no...

Jane: No you can't be here.

Zaru: Okay cheers.
Exits stage.

2 see Appendix E pp 150

3 One Of Pattie Lather's assumptlons about research is that “ways of knowing are inherently culture-bound and per-
spectival” (p 2). Lather, P. 1991. See also O’ Dea. J. W. 1994. Jane O'Dea looks at reliability as ‘authen-

ticity’ in narrative research. :

4« research can be viewed as the practice of writing and re-writing selves and the world.” Usher, R. ’

Bryant, I. Johnston, R. 1996. ' 46




. Jane starts walking up and down nervously,' looking around,

END OF SCENE 1} - s

cene 2.

Set: A typical classroom, there are posterv (with envzronmental slogans on them) on the walls and notices
about the school. There are desks piled up around the stage and one desk set up near the front of the stage
with two chairs in front of it : :

Lights up. Cue music, Miles Davis- Sketches of Spain.

Rob, Thomas and Jane walk in holding hands and swinging them in time to the music. They walk in very
confidently. Behind them come the students, looking around curiously, carrying boxes of things. Two of
them are carrying a huge chest, covered with a red cloth which they place to the side of the stage. All have
their make-up on. Behind the students comes a camera person who is filming the everything that happens.
Once they are all on stage the students drop the boxes and start looking around. Rob and Thomas pick a
box up and take it to the desk. They stick a notice in front of the desk saying "practical exam in progress"”
Out of the box they take pens and paper. While they are doing this Jane picks up another box and beckons
the camera person who is slowly recording the audience. She looks up and comes over to Jane. Jane takes
- out an oversized tape recorder from the box and while she is making sure it works she is discussing with the
camera person what she should record, which are good recording angles etc. The students are busy check-
ing each other's make-up and doing warm-ups as if for a performance. Suddenly over a loud speaker we
here " 30 seconds everyone"

Fade out music.

There is a rush of activity as everyone does last minute ad/ustments

Lights out.
Cue Music -Shibobo - TKZee.

Lights up.

Students and Jane are standing in a line displaying their ideals from ACT 1 on banners faeing the audi-
ence.  The camera person walks low in front of them filming them and the audience. Glitzy man prompting
audience to applause.

Cue taped applause.

The line of students and Jane break in the middle and move to each side of the stage in a line creatmg a
- passage way down which Rob and Thomas walk.
Applause sign.

They bow to the audience and take their seats at the desk. As they do so the music stops and the students
still holding their ideals in the air break their formation and group towards one side of the stage, talking
softly.~ Six teachersS enter the stage from the lefl, looking around curiously. They have name tags and are

5 only have six teachers actihg in this drama but attending the workshop there were nine teachers. As this is the first -
time | have written a dramatic script, on the advice of a more expetienced script writer, | have limited my

characters. According to texts | read, when writing a drama one should never leave an actor motioniess on

stage. | felt that ' would struggle to keep nine teachers as.well as six students, myself, Thomas and Rob :
active on stage thus limited the teacher characters. See Gooch, S. 1988. 47




also carrying bannersS. As soon as Jane sees them she grabs her over-sized tape recorder and presses the
big button saying "record” . She also signals to the camera person to get good shots of the teachers. As
soon as the students become aware of the teachers they hide their banners behind their backs and look
politely towards them. Jane agazn signals to the camera person to take shots of this.

Students start nudging each other for one of them to do something, glancing nervously at Rob and Thomas
at the desk. Glen rummages around in a box and picks up a loud speaker.

Glen: Speaking into loud speaker. Good aﬁemoon teachers. Welcome to the workshop on drama skills and
environmental educatlon

Teachers who have been talking sofily to themselves, jump and look around for the sound, see Glen and
stare. ;

Glen: Walking to centre stage. Hello, we are here to teach you how to use drama in environmental educa-
tion. But before we begin we would like, you to answer the following questions.

_— . , -,
At this the students suddenly stop looking lost, face the teachers and wave, they then all turn around at
once and face the teachers with huge sheets of paper which they begin putting on the floor. The teachers
watch them curiously.

Glen: These are the questions’.

1. What do you think we should be teaching people in environmental education?
2. What do you understand by the word ‘drama’?

3. What are your thoughts and feelings about participating in this drama?

The teachers look at each other briefly then start moving towards the white sheets of paper. Once the stu- .
dents have finished laying them out they move off to the side and smile movie star smiles. Throughout this
whole scene, Jane is comically trying to fulfil her role as researcher, gathering information and at the same
time participate. She is continuously communicating with the camera person. She tends to get in the way
in her attempt not to miss anything. *One of the teachers, Noszpo finishes the questions quite quickly and is .
Just about to lift up her new banner.

Glen: Into the loud speaker. No..no. Please don't show us now, we would like you to put your answers
n... ' ’

Cue drum roll.

In triumphant voice ...our Treasure Box!

Glitzy man walks in with "applause” sign to audience oﬂ stage.

Cue recorded applause. '

Cue Sacred Spirit music - Yeha Noha.

Suzanne, Alex and Mvusi fetch the chest covered with a red box and ceremoniously place it at the front of
the stage and open it. Teachers look up a bit conﬁtsed The three students return to the side of the stage
with the other students.

Fade out music.

Glen: In a whispering, awed voice, still over the loudspeaker. Once you have finished writing down your
answers, you can place your answers in the treasure box.
She goes up to the teacher who was about to raise her banner, takes her by the arm and leads her to the

'

8 The teachers banners come from interviews (February - March 1997) that | had with the pnncnpals of the
schools and the reasons they gave for being involved in the project

7 Text from the classroo‘m scene, taken verbatim directly from the videos of the workshop, is written in t_hIS
font. The workshop took place on the 23t to 30 May 1997. _ | 8




treasure box.

Cue WWII music- "We'll meet again” - Vera Lynn.

All teachers get up and start walking in a line, in time to the music, to the box and put their papers into it.

It is a very solemn moment. The last teacher has put her piece of paper in the box, Alex and Phil move cer-
emoniously forward and pick up the box and move it to the back of the stage.

Fade out music. All actors freeze in their positions, Jane puts down tape recorder and moves to the front of
" the stage. Lights dim so that there is only light at the front of the stage. ‘

Jane: 7o audience. After this the students and the teachers explored image theatre and then went onto the
improvisational role play. While I was hovering around the perimeter trying to decide exactly whatrole I
should take, active participant or researcher gathering data like butterflies in my net, Rob and Thomas were

still sitting in the comer taking notes and evaluating, a symbol of the neutral observer. Hi Rob.

Lights come up briefly so audience can see Rob and Thomas, bendzng over the desk di scussing something.
Rob looks up.

Rob: Hi Jane. (Waves)
Thomas looks up.

Thomas: Howzit.

Jane: Hi Thomas.

Lights dim again. '

The rest of us were starting to struggle with our roles. Our ideals were taking strain. In the process of the
workshop the teachers had identified an environmental issue to explore. This was “the damage done td text
books in the classroom by pupils”. Take a look at this and see what you think.

Lights up. Jane walks back to her place on thé stage.

Glen: Still on her loud speaker. Okay, everyone gather around please the show is about to begin.

Drum roll.

Everyone gathers together in the centre of fhe stage.

Glen: Okay, we need two good students and two naughty students who damage their books.

Jane and Iris put up their hands for bemg the good children, everyone claps. Nosipo and Tobeka decide to
be the naughry children, everyone claps again.

Glen: Okay, now | need a teacher
Suzanne: |'ll be the teacher.

Polite applause- once again.

Glen: Riglit then let the class begin.

Lights go out. Cue music. Shibobo - TKZee.
Lights up. The stage is set as a classroom. Jane, Iris, Noszpo and Tobeka are sitting in desks. There is a
blackboard in front of them. Around the classroom the other students and teachers are sitting as the audi-
ence to the play. Glitzy man walks on with “applause” sign. He does so every time applause is mentioned

- throughout this act and in act 3." Music fades out. Glen walks onto the stage speaking into a mike.

Glen: Hello everyone, welcome to today's edition of "Show and Teach” in which we look at why 49




children destroy their text books. 'Today we have Jane and Iris playing the good children.
Iris and Jane wave. Cue Applause. ’ '

Glen And Nos1po and Tobeka playmg the naughty children.
Nosipo and Tobeka wave. Cue Applause.

Glen: And Suzanne as the teacher.
Suzanne smiles and waves.

Glen: Okéty action!
Moves into the audience.

Jane is shyly talking with Nosipo and Tobeka who are laughing and talking loudly. Iris is trying to work at
something and keeps lookmg up at them irritated. Bell sounds and teacher Suzanne walks in. The scene is - .
played out like a sit com.

Suzanne: Good morning class.

Children: In sing song voice Good morning, teacher. :
Student, teacher, audience laugh, glitzy actor shows sign saying "laugh" to audignce. Does so throughout
this act and act 3 whenever there is laughter '

Suzanne: turning towards blackboard Qkay today we are going to do the three times table so can
you all get your pens and books out.

Nosipo bumps Iris in the face by mistake as she reaches to fetch her stuff out of her bag. Iris shouts out
and they start fighting.
Laughter by audience.

Suzanne: Are you listening to what | am saying, will you get your pens and books out.
_ Class settles down. OKay. |I'm going to write the time‘s table up on the board.

While Iris turns her back o fetch her book out of her bag Tobeka grabs her pencil. Iris sees her and tries
to grab it back.
Laughter by audience.

Suzanne: Frustrated. Look, what is going on now?
Tobeka: sheepishly. | don't have a pencil Ma'am. .
Suzanne: Exasper&ted Can someone please give her a pencil?

Iris: My mother said not to lend my stuff to anyone.
Laughter from audzences

Suzanne: Well | don't have an extra one. To Tobeka. "Look, I've told you to bring your thihgs with
you every day. :

Tobeka: But Ma’am, my mother did not give me one.

Suzanne: Gesturing to other children. Have you not gof one?

Children shake their heads. Suzanne shrugs

Well do you mind sharing?

Silent stares from the class.

In a sarcastic tone. Have you all got your books? 50




Looks around at the desks. Points to Nosipo.
Where's yours?

Nosipo: It's lost.
Laughter by audiences.

Suzanne: Have you'left it at home?
Nosipo: No it is lost.

Suzanne: Getting angry. \Well listen money does not grow on trees you can't expect your mother to
give you a new book all the time if you don't look after them.

Laughter by audiences. Suzanne pauses waiting for laughter to end

Tomorrow | want you to have a new book please, here is a piece of paper for now.

Nosipo: What if | lose this paper.
Laughter by audiences.

Suzanne: You just take care of that paper and stick it into your new book that you are going to buy
this afternoon.

 Turns to blackboard,

Okay one times three is....

Iris: Said very fast. Three.
" Laughter by audience.

~ Suzanne: Thank you lris, will you all p1ease wnte it in your book.
. Looking at Tobeka
Why aren't you writing?

Tobeka: | told you | don't have a pencil.
Teacher rolls her eyes. ‘
Laughter by audience.

Suzanne To Nmzpo Will you please share with her?
Nosipo: No she can't share with me. Why can't she share with her? Points at Iris.

Suzanne: Becausé you are sitting next to her.
Laughter by audience.

Nosipo: | am trying to write on a smaill piece of paper.
Laughter by audience.

Suzanne: It is an A4, the same size as your book.

Nosipo: But it is so small and Ionely
Laughter by audience.
Suzanne glares at Nosipo and turns back to the black board,

Suzanne: Now I'm going to write four sums down and | want you to write them all down with the
answer and I'm coming around to check.

Nosipo tries to see Iris's work.

Laughter from audience. .Suzanne sees whar is going on and comes up to the desk.
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Suzanne: Can you please do your own work. To Nosipo. Are you doing your work?

' Nosipo- | don't know the answer..
Suzanne: Well think about the answer, you are in maths to think. You have done it before. It is not
the first time you have done the times table. :
Laughter from audience.

Glen comes out of audience.

Glen: Okay stop a moment. Tv stage audience. Do you think that is a realistic situation in a class-
room?

Stage audienée: Yes.

Mvusi: But | don't like the teacher.

Stage‘ audience: Yes, do-away‘ with her, we don't like her. We want another teacher.

Glen: Okay Mvusi, would you like to bé the teacher? Come on up. Lets see if she is any better.
Cue applause. : )

And thank you to Suzanne for-your role.
Cue applause. ~

Mvuzi: In a sweet voice. Alright now girls we are going to do maths in a much more fun way,
Nosipo will you come-and show us what you think three times three is on the board.

Nosipo: Alright teacher you know the teacher always pncks on me. I don't know why'?

Mvusi: It's because you are so special.‘
Laughter from audience, some people go "Ahh". .

Nosipo: Must | write the answer.

Mvusi: Yes. Write the answer.
Nosipo writes the answer.

Yes. That's right, well done.

7 Applause from audience

Okay, Tobeka... '
Mvusi turns around to see Tobeka tearing her textbook.

Why is your book damaged?.

Iris: She always does that!
Laughter from audience.

Tobeka : Something was wrong.
Mvusi: Something was wrong with the book? . What was wrong? Who bought you that book?
Tobeka: My mother.

Muvusi: Your mother brings you to school as well. Do you think your mother will be happy
to see a book damaged like that?
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Tobeka: Looking down. No, Ma am.
Audience "Ahh".

Mvusn: Children how can we stop Tobeka doing this? o N

Iris: Tie her hands behind her back.
Laughter from audience.

Nosnpo We need rubbers. We don't have rubbers. Only they - pointing at Jane and Iris - have rub-
bers. :

Mvusi: Okay. Well maybe we can all bring five cents tomorrow and get her a rubber.
Glen walks out from audience.

Glen: Thank you everyone. - A round of applause please for our actors. A
Applause from audience. '
Okay, do you feel we explored the problem?

Mrs Meersig: We did not actually address the problem. The pupils weren't reminded that books
come from trees and how many years we have to wait before we can chop them down and how
many trees are needed for just a few books.

Glen: Don't you think that the teacher was getting there. | thought it was quite nice because the
pupils was damaging the book because she does not have a rubber, not for some arbitrary rea-
son. .

Mrs Meersig shrugs.

_N0s1p0 But some children damage a book whether they have a rubber or not, so that is not really
a solution.

Kathy: Children must learn to appreciate books because if they can't appreciate the books how
can they appreciate-the environment?

Glen: addressing Tobeka Why were you bad in class?

Tobeka : Because | did not like maths and the teacher was not helping me, so | just wanted to be
bad, because | can't do anything right. .So the problem was not the book - it was the maths and
through the book | will get to the maths. . :

Suddenly one of the teachers stands up and says very loudly.

Carol: This problem of damaging books it seems like a small problem but it is a big problem
because if you don't respect a small book, you won't respect a tree, you won't respect property.
After she has finished saying this everyone freezes and Zaru walks on the stage clapping his hands
Everyone unfreezes and bows to audience and leaves the stage, all except Jane.

Zaru walking over fo Jane. o | ‘ .
Zaru: That was really cool.

Jane: Great stereotypes, huh.

Zaru: Shows exactly where everyone is, students playing teachers, teachers playing students... this
is the perfect thing for teachers to use in their own class.

‘Jane: Yup, imagine if teachers are struggling with a problem, say damaged books and instead of D3 .




trying to deal with it all by themselves they use drama to explo}e the idea, like we did here. -1 mean in the
end the teacher playing the child decided the problem wasn't the books but the fact that Maths was getting
her down. : '

Zaru: Shot, give me five.
Zaru puts his hand in air and Jane hits it

Jane: Jeez I'm tired, lets go.
Jane and Zaru walk off. Curtain down

" END OF SCENE 2

¢

cene 3.

Set: In the university building, same scene as in Act 1 Scene 2., In the corner is a huge cardboard TV
screen. There are some chairs in front of it. Jane flops into one of these. - Zaru flops in besides her.

Zaru: Tell me about it.

- Jane: Well we started off with the Treasure Box...
Jane stops talking in mid-sentence and thinks for a while.

Zaru: Yes?
Jane: Well now I think about the workshop, I'm not sure it went so well after all. .
Zaru: What do you mean?

Jane: Well why did we do that Treasure bok thing? I mean the answers to those ‘'questions - they reélly
could have been a great starting point for seeing what the teachers know and working from there. Instead
we locked all their knowledge up in a box.

Zaru: Wait [ don't quite understand. Are you telling me that you asked the teachers a load of questions and
-then locked their questions up in a box? What strange kind of cult activity was that?

~ Jane: Sighing. No. The idea was to get the teachers to write down what they thought drama and environ-
mental education was and then we put their answers in a box to look at them at the end of the workshop to
see how their ideas have changed!

Zaru: Disbelieving. What? Are you telling me that after all those wonderful ideals of yours about sharing
and respecting each others knowledge, you go and lock the teachers knowledge up in a box?
Jane: It seemed like a good idea at the time. We thought it would prove the success of the workshop.

Zaru: Wait. What did you say? ITknew it, I knew I should have been there! See what happens when you
leave me behind. Does pre-test, post-test® ring any bells for you? Jeez you are a closet positivist after all.

8 pre -test, post-test is a technique used in quantitative research to test the changes in people's behaviour after
an intervention. An example would be to test a person’s concentration after a good mghts sleep and then after
no sleep at all. See Leary, M.R. 1991. pp 51-54. 54




What about your ideals of continuous assessment and working from the leamer's knowledge? Do you think
that just because their opinions may have changed by the end of the workshop that the workshop was a sud-
cess? What happens when you open the box and find out that the teachers already knew all that you and

" "the students have set out to teach them? Don't you realise that all of you have simply assumed that the
teachers do not know the answers to the questions you asked? You could have used their answers as a start
for the workshop. As a way of sharing your ideals and aims with them and letting them share with you
their knowledge. You did share the workshop aims with them didn't you? Explain to them what you
thought drama was? What you thought education should be?

Jane: Well, actually no.... Oh I'm completely confused. Ithought it went so well and the teachers were
saying such interesting things about the environment. I got it all down on tape.

Zaru: But your workshop was not about collecting data on the teachers approach to the environment. It
was about sharing participatory drama techniques!

Jane: Purting her head in her hands. 1know, I know, I just got carried away with what a researcher should
do . . .

'Zaru: Which is?

Jane: Collect data. I mean all the other researchers I have come in contact with do 'that
They are all very ca:eful about recording every single word to prove their pomt

- Zaru: Yes, but I thought you set out to do your research differently bécause you didn‘t agree with that way
of doing things. That you saw research as taking action rather than describing and collecting data®?

Jane: 1 do, I just forgot. 1 was so nervous and didn't really know what my role was so I just did what I
have seen others do. It was all so wonderful the way the drama students worked as a team, while planning
the workshop, dlscussmg with each other the reasons why they chose certain exercises and how they all
linked together. I thought everything would work out.

Zaru: You're right - they did great. If you look at the whdle structure of the workshop it's really brilliant
but the ideas behind the structure and the exercises were not shared with the teachers although all of you
where quite clear about the intended outcomes.

Jane: I guess this is the major failing of the workshop. We are still following, unintentionally the idea of a
hidden curriculum, even when an understanding of the curriculum was what the teachers needed to know
most of all. Like why we did the Treasure Box exercise and what we were trying to do with the image the-
atre. Then they could have seen how it could have worked in their classroom.
Jane looks depressed. .
Zaru: Okay look, I'm sure it's not that bad, the workshop did teach drama skills after all, you just had such
high ideals you obviously are going to struggle to 1mplement them. New lines are hard to remember. Tell
me what were the questions you asked? '

Jane: smzlmg slightly” They were:
1. What do you think we should be teaching people in environmental education?
2. What do you understand by the word ‘drama’? -

* 9 See Robottom, | & Hart, P. 1993,

See J. McKernan for an introductory overview of Action Research, McKernan, J. 1991

See also for an example of Action research in environmental education within inner-city schools, Arjen Wals,

1994, explains the process or cycle of action research (as action, reflection) clearly. - 55




3. What are your thoughts and feelings about participating in this drama?

Now I look at them I feel so naive - they are telling aren't they? Question number one, asked so I can find
- out if the teachers see the environment as more than bio-physical Question number two, the students
wanting to see whether the teachers see drama as more than just a performance and as a lcarnmg technique.
Question number three, a w1shy-washy feeling question, .
Zaru Ahh, come on they are not that bad the answers will be mtercstmg anyway and it w1ll give you
background to the workshop. Sometimes you are just too negative, Jane. |

Jane: Yes, You're right, after looking af them we saw that some of our assumptions were right after all.
Drama was seen just as a performance. But why.did I need to re-check the teachers’ ideas of the environ-
ment after [ had already sent-out a questionnaire asking the same thing which was answered by the teachers
present in the workshop? I think I was fixated on my new discovery that environmental education was so
all-encompassing.- Actually I was fixated on it for a very good reason, I did not quite understand it yet so I
kept assuming that if I am struggling s s0 must everyone else. It was only through the process of doing this
research that.I began to understand my own ideas, and how they were constructed.

Zaru: See.

To audience.

She is really taking this in a bad way. I don't want her to get too upset 50 as not to continue then I may
miss my great break at performing with other actors.

Jane: Yes, I suppose so, I just w1sh we had used the knowledge gained from the questions as our starting
point. The legacy of our scientific obsession - let's test the workshop. '

Sighs deeply, then cheers up a bit

Yes, but even though the students did not use the teachers” knowledge as a startmg pomt they did see it as
important. They used the idea of the treasure box as a way of saying that what is in this box is very pre-
cious.

Sighs again.

I still can't escape the idea that there was a general opinion that what the teachers know about drama and
the environment is inadequate and that the workshop will drastically change this inadequate information.
Silence for a while then Jane jumps up in excitement.

Hey, I've just thought of something. I did exactly the same to the students! What about all that information
I got from the situational analysis, I didn't share that knowledge with them so of course they felt they had to
go and find it out all over again. ‘I suppose we are all still struggling to get away from the idea of knowl-
edge as product, instead of seeing knowledge as something that grows and changes through sharing,
through processing. We all believe in this new way of viewing knowledge but we still hide our assumptions
about knowledge away. I suppose it is not surprising, I mean that's what we've been taught all our lives and
new roles are not easily enacted in active life are they?

Zaru: You are far more cheerful.

Jane: Yes, don't you see. All our lives we have been taught that there is someone who will tell us what to
do. It is hardly explained to.us why we have to leam something. Here is a situation which is being exam-
ined to see how much the students know. They are working with teachers who have worked within a ‘hid-
~den’ curriculum all their lives, and like me, they followed the only role-model they have in this situation,
the teachers who taught them. How many role-models do they have who practice their ideals?

Zaru: To audience. No matter what the struggle, so long as Jane can theorise about it she's happy.




To Jane. How did the image theatre go?19

Jane: Oh no, the image theatre was great. 1 must show you the video.
She picks up the remote control and switches on the TV,

Cue fuzzy noise. -

Where's the play button, oh here. Presses it

Cue music. TKZee - Shibobo

" Lights dim on stage, a spotlight on TV screen. All the students and the teachers, including Jane, come on
stage behind the TV screen and stand in a circle: Suddenly Cathy moves fo the centre and makes an image
(See photo 1) Jane moves in and sits in front of her with hands outstretched (See photo 2). Kate moves in
and kneels with one hand over her ears and another over her eyes. (See photo 3) There is a rush in as half
the group enters the image. (See final photo). There are still some students and teachers standing around
the image. Image is frozen for a while. There is a “click” noise. The stage goes dark. Lights up. TV
Screen is empty. Jane and Zaru are on stage.
Fade music.

Jane: Isn't it beautiful. It is great to see a collective image form like that. It's so powerful. Each person
with their own idea of what the environment is, all commg together and stimulating each other, lespondlng
to each other. It's great.

Zaru: What did you ask them to form an image of?

Jane: The environment.

Zaru: Jeez that's broad.
. Jane gives him a side glance.

-Jane: Okay, but it's still a beautiful image.
Zaru: I suppose so.
Jane: What do you mean you suppose so?

Zaru: Well I don't want to burst your bubble or anything but didn't you notice that after Kathy entered four
students entered and completely changed the meaning of the image.

Jane: Angry. -Well that's your opinion.
Zaru: Sure. You don't have to get defensive.
Jane: Well, just listen to the teachers’ opinions.

Jane presses the pause button. Stage goes dark, spotlight on TV screen. Image is there as before. Students

10 There are many different forms of image theatre, but the basic idea is for participants to form an image - a statue
on a given theme. In this case the environment. This can be an organised group image, or an individual image (these
are only a few potentials for image theatre). The drama students and | went for something in between the group and
individual image. Participants were split up into two groups. The first group where asked to spontaneously move into
the centre of the circle and form ap image of ‘environment’. They were told they could form their own image or add
onto someone else's. This gave a certain amount of motion to the image as participants moved into the forming image.
Once the final "group” image was formed, the second group where asked to express what they saw. Finally

the participants in the image where asked why they formed the image they did in relation to the others in the

group.- For more information regarding the original use of image theatre see Boal, A. 1991. See also Boal,

A. 1995, . 57







and teachers that are not part of the image start moving around looking at it.

5

Muvusi: Pointing to the image What do you see?

Mrs Meersig: | see a flower being watered and fed, and, Pointing to Suzanne, that person there is
unconcerned about the killing of the environment, she does not care if, Points to Phil, that person
- there is killing the ﬂower

Alex: pushing forward on the screen No. | don't think so, | think Jane is shootihg Kathy.

Mrs Mavuyu: No, she is drumming while those others, Points to Carol and Glen, are holding her up
and Suzanne is afraid to look. -

Mvusi: Okay, okay we are running iow on time, can we ask the people in the image what they
were portraying. »

Kathy: | was a flower. that was drooping because of the drought.

Jane: | was giving ‘somet._'hing for her, not to help her but to own her.

Suzanne: I'm just in my own world, | see nothing' and he:ar nothing.

Phil:‘ it was all too nice, | just wanted to squash it.

Glen: Well | thought Jéne was shooting'ﬁer so l.came to pull her out of the way. '
Carol: | wanted to help her up.

Nosipo: | wanted to see what would happen to the flower.

Here a “click”, stage goes dark.‘ Lights up. Jaﬁe and Zaru on stage. TV .vcre'en is empty.

Jane: Well what do you think now.

Zaru about to say something but Jane just carries on talking, ignoring htm

I really feel this technique worked in terms of sharing knowledge. I mean each person had their own ideas
and together it gives a collective picture of all those ideas combined. It's also interesting to see how the -
group that watched the image form, interprets the image. Everyone constructs their own méaning for the
image. I think image theatre represents the power of educational theatre, as it can be, a process wh1ch goes
beyond the brain into the body, into every part of the person’s being. - :
Zaru: Do you remember the workshop we gave at the EEASA conference!1?

To audience

The participants in that particular workshop decided to look at conflict in the classroom. The images we
created*'with image theatre were so powerful, depicting violence as overt, as well as the most subtle forms
of it. It even depicted intervention as violence. We then did two more images, one of the perfect scenario
and then how we would like to move. from the worst to the perfect scenario. We ended it off by moving
very slowly from one image to the next so that we could really feel the change of moving from violence
and conflict to resolution. Not only in our minds but also in our bodies, feeling our bodies react to ¢émo-
tion, to thought, letting the feelings of transformation become part of not only our thoughts but our action.
It was powerful being part of that image - feeling it as well as being it.

11 Real Life Projects (Ralph Berold and |) ran a workshop, Dramatic Learning, at the 1998 EEASA confer-

ence. We explored image theatre processes in dealing with problems within the school classroom environ-

ment which disrupt teaching. The topic explored by the partlcrpants was “conflict in the classroom” as an 59
environmental problem. Berold, R & Burt, J. 1998.



Jane: Staring at Zaru curiously. What are you going on about? I can't even understand my own thoughts
I must be tired. ‘

Zaru; Okay Jane, I agree with you, image theatre is a wonderful technique although it has problems. It
really works in opening up dialogue and reflection as well as a way of crossing the body/mind split. But it
isn't the answer to everything. I mean just look at the flaws in the workshop that you ran with the drama
students. Do you think the teachers really identified with the image in the same way as the students? You
can see how the students dominated the image quite a lot, Kathy started out with an image of a wilting
flower and then four drama students jumped in and changed the image from a flower needing water to a
victim being abused that needs to be rescued. It suggests something about what they think of the environ-
ment. It is a poor, abused, thoughtless life form that needs to either be crushed because it is too nice or res-
cued and helped to a standing position, which is the job of humans of course, I mean if they really wanted
to help why didn't one of them Just become rain?

Jane: Sighs. You're right. It's like the flower that was turned into a victim. The students were struggling
with their own néwly leamt ideas of the environment as I was and instead of concentrating on the drama
skills, like explaining and exploring how image theatre could be used in the classroom, they used image
theatre to explore the context of environmental education that we were struggling with. From my situational
analysis these teachers had a very broad and complex view of the environment already so they didn't need
to challenge their assumptions around that - although I suppose their approach to environmental education
was quite limited.

Silence for a while

Yes, but that is why [ wanted to do the workshop to open up new ways of teachmg environmental education
within Curriculum 2005 especially in thé new learning area of Arts and Culture.

Zaru: Aha, it's coming back to you.
Jane gives him a glare

Jane: Anyway who are the ones that have to work in an environment that sees first hand the implications
of poverty and violence, students going to Rhodes or teachers in township schools?  Still I think the
images are a photographic image of the process itself. It really depicts where the group was in relationship
to each other. The teachers tried to represent their ideas, the students overrode their ideas with their images
thus changing the overall image.

Jane suddenly jumps up

But didn't you notice in the facilitation of the images that all the 1deas remamed either in image form or as
each person’s description of their image? ‘

‘Starts gesturing rapidly.

This is the beauty of creative arts for me, you can't hold the meaning down or predict what will come up,
because it is an experience of leaming not a product of learning. Although the teachers may not have gone
away with an idea about how to use image theatre, they did go away with an experience of being in a
changing environment, of having their meaning changed, removed, transformed. I am ‘making the mistake
of expecting these techniques to come up with the perfect product but they are process-based and what we
set out to explore may, in the process of drama, completely change.

" Jane starts sounding like a preacher.

 Cue music. Debbie Boone - “You Izghr up my life”.

With the creative arts we can’t test what a person learnt because the experlence is the education and every-
one will experience what they need to, or what they want to or are able to. They will construct their own
meaning and the repercussions of that are unknowable. What I am saying is only one constructed opinion.
of what I learnt from the experience. Only one potential meaning which is continually growing, changing,
transforming, evolving as I write it down.

Zaru: Cut that out. Music stops as if needle is being pulled across a record. . 60



What about the improvisational role-play, how do you feel about that now?

Jane: What interested me was the way in which the teachers played the naughty pupils roles in the drama-
and the rest of the roles where played by the students and I. Both of the teacher roles were played by stu-
dents. And yet in this workshop we had fifteen experienced teachers. Again we were not respecting the
knowledge that was already present in the workshop. The students were not willing to completely let go of
the performance of the drama, as they always took on the driving roles in the play. But like I said after the
play, the sad thing for me now is that when I watch the video, I can see how what happened would have
been really great to do in the classroom. The teachers could have asked the children in their class to role-
play damage done to textbooks, what they thought should be done about it? But again all of us lost the
focus of the workshop. We concentrated on the content of the environmental problem rather than the skills
of dramatic techniques.

Zaru: Jane, but I'd like to ask where were you in all of this... at loss for words for a moment .. drama.
Where are these opinions, reflections and wonderful ideals, where is the researcher as a critical person"
You seem to have got a bt lost.

Jane: I'm here.

Zaru Yes I know, but where are you there on the video? Where is your voice? Or are you just the com-
mentator/ the narrator of this play?

Jane: [Ilost it.
" Zaru: What? -

Jane: I lost my voice but I'm there, I'm still there. And I'm here now! The research didn't stop when I left
the stage. It didn't stop, it still hasn't. .

Curtain down.

END OF SCENE 3
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cene 1.

Set: Jane's park home.
Jane is packing a few things into boxes while Zaru is lounging on a chair watching her.
Zaru: So, how do you feel about today?

Jane: I feel ready, almost excited. Rob and Thomas discussed quite a lot of, stuff with the students and I
think we are pretty prepared for today. They spent a lot of time discussing the students’ domination of the
of the workshop. This led to a huge discussion about how the students were struggling with their roles.
Were they teachers or were they fellow participants? Were they giving a mock lesson or were they sharing
techniques? If they were giving a mock lesson, should they teach the teachers as if they were pupils? But

how could they do this because they are teachers after all??

Zaru: Interesting. They seem to still see a huge difference between teachers and pupils, that teachers can't
also be pupils. This is pretty weird because they don't seem to have much trouble seeing themselves in
both roles, why is it difficult to imagine that a teacher is a teacher and a learner?

Jane: I'm not too sure. 'Maybe because teachers are such powerful figures'in our lives. What gets me
though is that the students seem to think that if they treat the teachers as pupils or leamers, they will lose
their vast experience and knowledge as teachers. If they approach them as teachers they don't acknowledge
that they have the capacity to leamn more than they now know. Why can't the two roles be an acceptable
part of the same person? A teacher can be a learner and a teacher. And as a learner their knowledge of
teaching can be acknowledged and used. Think of the implications for environmental education. I go into
someone else’s environment, a place they have been living all their lives and immediately start telling them
what to do because of course, I know best. Or imagine if T did not share my understanding of things
because I feel that this is their environment and they must come up w1th their own solutions: All I can do
is describe the situation.

Zaru: The positivistic teacher and the liberal teacher. How do you propose things should be different?
Jane: A ‘teacher could openly state thelr assumptions but also be open to leam from others’ knowledge '

Zaru: Aha Zaru looks at Jane meamngﬁtlly And does this belief of yours extend to researchers as well
as teachers?

Jane: I get your point, no need to say anything. - I've decided to give up the obsessive taping of everything.
I mean the whole workshop is being video taped, I don’t need to audio tape it too. I plan to try and partici-
pate more and be open about my opinions.

Zaru: How do you plan to participate, as one of the facilitators or as a participant?

Jane: I don't know. I'm really neither although I do know the "hidden curriculum" of the workshop. 1 sup-
pose I am an informed participant.

Zaru: Nonchalantly Oh well, I'll be there to help you this time.

4

1 Leunig, M. 1990
2 This is taken from the feedback session after day one of the workshop on the 2374 of May 1997. 63




Jane: No you won't. You are not coming,. _

Zaru: Slightly angry. Oh really; then I'quit!

AJane: You can't, I still ﬁeed you for the final scene in this act.

Zaru: Tough! I'm off. Gets out of his chair and starts walking off stage.

Jane: Okay, you can come but you will have the very tiniest of entries and say the minimal amount of dia-
logue, do you understand! )

Zaru: Walking towards her. Sure, so long as | gét to act with other characters besides you all the time.
Well tell me what is happening in this workshop so I know what is going on. '

Jane: Glares at him. The workshop is starﬁng off with an improvised role-play organised by the students.
The teachers aren't expecting it. Some of them are going to be chosén to be members of a tribe. Others will
be pulled aside to act as pirates. It is a play which explores drought and limited resources.
Zaru: Can I come in then? ‘ R
Jane: No
Zaru: When?
Jane: Listen and I'll tell you. The role-play is not even going to be portrayed in this drama. Last week we
asked the teachers to think of a lesson plan using-drama and to share it with us this week. We are going to
ask one of the teachers to give her lesson and then discuss it and look at what worked and what did not:
This is where you can come in, you can give the teacher who shares her lesson with us a bunch of flowers.
After that you can come and sit next to me until the workshop is rounded up. Come on it's getting late.
Get up and start walking off-stage.
Zaru: It's quite a small role. Can't I dance with the teacher too? .

Jane: NO
Zaru: How about I read her a poem?
Jane: NO
Zaru: Ahh, what about a song for everyone?
Jane: NO
Curtain down.

END OF SCENE 1
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cene 2.

Set: Same as Scene 2 Act 2.
Curtain up.

The teachers and the students are in the same position as when they were playing the game of "Show and
Teach" except everyone is in the on-stage audience. Rob and Thomas are in the same place watching the
show. Cue clapping. Stage audience claps. Cue music. As they clap Glen runs onto the S'tage with a mike
and bows to the audience.

Glen: Welcome back to "Show and Teach". Last time the EDT drama students facilitated a role play with
the teachers, this week one of the teachers is going to share with us her lesson plan using drama. A round
of applause for the teachers please.

Stage audience applause.

Glen: Thank you. Today's facmtators of the show will be Drum roll. Alex and ‘Suzanne‘ Come down
you two. ;

Cue music. T, KZee - Shibobo. Cue clapping.
Glen: Hello, how are you?

Alex: Slightly nervous, I really want this to work.
Glen: You are being.examined on this aren't you?
Suzanne: Yes.

Glen: Héw exactly do you see your rolkes?

Alex: Well I want to help the teacher who is brave enough to do her lesson w1th whatever drama skills 1
have. Basically I want to be seen as a support system.

Suzanne: Yes, aJso to draw out further ideas around using drama in the classroom.

Glen: Here are your facilitation hats! Puts two large hats on their heads. Well good luck.

Claps her hands together and so does everyone else. '

Okay now for our teacher. Do we have any volunteers?

Dim lights and have one search light going through the stage audience. Suddenly searchlight lights up on
Mrs Meersig who stands up.

We have a volunteer, come down Mrs Meersig.

Cue music (TKZee - Shibobo) and clapping.

Fade music

Glen: Mrs Meersig, How do you feel?

Mrs Meersig"Cl}ood

Glen: Great, you have Suzanne and Alex to help you and we are your class. Good luck.

Glen leaves the stage.
Dim lights
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Cue music - TKZee - Shibobo

Lights up. '

The stage audience are now sitting on the floor in front of Mrs Meersig. It is still very clear that the class
are not young children but teachers and pupils although they are acting like children. The lesson begzm
Same as last "Show and Teach". Audience laughs as if itisa sit com.

Fade music. :

Mrs Meersig is a very confident character, she is an experienced music teacher. She leads the class like she
is used to teaching very young children. She has a traditionalist style about her and the audience should be
able to identify her tetiching techniques immediately with what they have experienced at school - teach by
repeating. The.class of students and teachers are acting their roles as pupzl s which is quite funny as they
copy behavzour they have seen in the classroom.

Mrs Meersig: Good morning class3.

Class: fogether in a sing song voice. Good morning Mrs Meersig.
Laughter from audience.

Mrs Meersig: Class today we are going to Iearn about a song. The song has a name, but | won't
tell you what the name is, you must listen to the Song and give it a name. | also want you to tell
me what the song is about. Are there animals or people in the story’P Listen very carefully.
Singing ‘

The donkey and the cuckoo

They quarrel every day - .

Who is the finest singer i

in the merry morith of May?

Who is the finest singer in the Merry Month of May?
Audience clap and laugh, class also claps.

AN
»

Mrs Meersig: Said in a very authoritarian manner. \What was the song about? Was it about people
or animals? Pause’as she looks around the class.,

Who would like to tell me?

Kathy puts her hand up.

Audience laugh.

Mprs Meersig points to her.

Kathy: About animals.

Mrs Meersig reaffirms what Kathy says before she has even finished sayihg it.
Mrs Meersig: About-animals.

Audience laugh.

How many animals?-

Nosipo: Two anlma|s
Mrs Meersng Addressed to Nosipo. Who were they'?

_ Nosipo: A donkey.

3 The dialogue in this font has been taken verbatim from the wdeo récording of this event. This scene is

a very close reconstruction of exactly what happened on the second day of the workshop, on the 3oth May

1997, including the subtle relationships between characters. The only added dramatic effects is the game
showgenre. This is to encourage the off-stage audience to participate in creating the atmosphere of the 66
scene ) : :




Mrs Meersig: Reaffirming. A donkey.

Nosipo: A bird
Audience laugh.

Mrs Meersig: .and a bird. And this bird is called a...?

Class: Together. Acuckoo
Audience laugh.

Mrs Meersig: Yes, would you like to glve the song a name? Said in warning tones. \Would you Ilke
to listen to it again because after this we are going to sing it. But this time you must tell me what
happened to the donkey and the cuckoo.

Alex uncertamly puts her hands up in the shape of a "T" as a way of asking for time to speak

Alex: Sorry, Can | stop it there? To class. Does everyone know what a cuckoo is? Howitis dlffer-
ent from any other bird? -
Nervous laughter from audzence as if they are not quite sure whether this is part of Mrs Meersig's act.

Mrs Meersig: Surprised and slighrly irvitated. | was getting there.

Alex: Oh. Briefly looking at Rob at the examination fable. | was just gOIng to say that you' ve gota
lovely opportunity to teach them what it is. :

Mrs Meersig: Yes yes, that is right.

Irritated, she pushes past Alex and says to the class.

Where does the cuckoo comes from? It's called a cuckoo because that is how the bird sings, it
makes a sound like it's name. Singing "Cuckoo cuckoo".

Class and audience laugh and Alex slinks to the side of the classroom again.

Mrs Meersig: Seemzngly thinking about what she was going to do next before the interruption, she looks
down at her feet, then looks up. Now, um, what happened to the donkey and the cuckoo. Just listen
once more.

Sings again.

What were they doing, the donkey and the cuckoo? Points to Carol.

Carol: Quarrelling.

Ml.’S Meersig: Bending 'over_ fo class. They were...
Class: Quarrelling. |
Mrs Meersig: Repeating after them. Quarrelling.
Laughter from audience

So what do people do when we 'say that they quarrel’? Lookmg around class, very confidently.

Class: They ﬁght.
Mrs Meersig: They fight. Do we sometimes fight?

Class: Yes.
Laughter from audience

Mrs Meersig: Yes. And where else do you fight?

Class: At home. - 67




Laughter from audience.

Mrs Meersng At home. Do you see flghtlng sometimes at home? Demandmg Is that the way
we should live?

Class: All shaking their heads very seriously. No.
Laughter from audience. : . .

Mrs Meersig: What do we teach you everyday? How should we look after each other? Should
- we fight? Do we hurt each other at school? '

Class: No wé don't.

‘Mrs Meersig: Okay.
Mrs Meersig is just about to move onto the next step when Alex steps out again. She seems more conﬁdent
this time, like she has been thinking of something to say.

Alex: Can | stop there. She turns to face the students. Um... as students how are you feeling about
the lesson so far? '
The teachers are silent but the drama students answer.

Glen: It's exciting.

Mvusi: Great.
Clapping from the audience, everyone smzles and Mrs Meersig prepares to carry on the lesson but Alex
does not move. She looks from Mrs Meersig to the class, she seems determined to get her point across.

Alex: Enjoying it! Are you happy just sitting or are you wanting to take part?

Phil: Eager to continue the lesson and is slightly irritated with Alex for stopping it. | don't know, we'll ~
see where she is going?

. Alex stares at her for a while looks like she is going to say vomethtng then moves back to the side of the
classroom.

Clapping from audience as Mrs Meersig is centre stage again.

Mrs Meersig: Looks at Alex, then back at the class. Altight, now you know that we see donkeys often
. in our town. Now people use donkeys for different things. Now would somebody like to show us
what they are used for in this town? Would someone like to come and show us? Looking around

classroom and pointing to Carol. Carol would you like to come show us how people use donkeys?

Carol stands up, Applause.

Carol: Looking at Mrs Meersig. | think | will need a donkey, teacher?
Mrs Meersig: Then find yourself a donkey. :

Laughter from audience and class.

As many donkeys as you need.

More laughter from audience and class.

Carol: To Glen. Will you be my donkey p|ease'?

Glen gets down on all fours with her hair hangmg down the side of her Jace.

Audience and class laugh.

People don't usually care about donkeys. In town | see people hitting the donkeys

Hits in the air above Glen's back. Come donkey Go, go, go! _ '

Audience and class laugh. ' : » 68




Glen as donkey starts crying.
More laughter from audience and class.
Glen and Carol sit down.

Mrs Meersig: To class. Do you only see beople hitting donkeys? Or do you sometimes seé people
being nice to donkeys? Would someone like to show us if they've seen someone be kind to a
.donkey? ' | '

Kathy: I've only seen people hitting donkeys.

Mrs Meersig: You only see people hitting donkeys?

'

Kathy: And eating grass.

Carol: | only once saw-someone being kind to donkeys. It was a Iady in town...
Mprs Meersig interrupts her. :

Mrs Meersig: Would you like to show us?

Carol: Ges?ures to Glen to be her donkey again. While she is saying this she pats Glen on the head. They
were patting them, they were nicely dressed with strings and balloons on. That was the first time
| saw people being nice to donkeys. .

Mrs Meersig: Moving on without really looking at what Carol is doing. Now if you had a donkey....
Realises Carol and Glen are looking at her. Thank you. '

Applause from audience and class.

Demanding Would you treat your donkey like this or would you be hitting your donkey everyday?
Silence, a feeling of tension.

Class would you be hitting your donkey? Would you like to hit your donkey and must it just work
for you all the time?

Phil: But sometimes donkeys don't listen and you have to hit them because they don't want to
move, they just want to stand there.
Tension broken, Laughter from audience.

Mrs Meersig: Does anyone know what else we can do if the donkey does not move’%

:

Alex: Can | just stop it there? Not addressed to class thzs tzme but directly to Mrs Meersig. Umm
sometimes it's nice if someone says something like that, like donkeys not wanting to listen, it
might be nice to do a role-play.

Mrs Meersig: Quite taken aback at her boldness. ‘OKay.

Alex: Warming up to her topic. And say, try and be that donkey and see how it feels, that way the
student gets a sense of what the animal feels like.

Mrs Meersig: Looks around at class, she looks shocked. Okay.
Silence for a while' -

Alex: Very boldly So try it!
Nervous laughter by class and audience. Jane becomes frozen with a fixed smile on her face.

Szlence everyone looks at each other.
Mrs Meersig: Okay. Defeated. Why don't you see how the donkey would feel?

Nothzng happens Jor a while and then Phil and Mvusi look ar each other and move to the centre of 69




the stage. Phil acts as a donkey and Mvusi as driver. They really do a great performance which géts
everyone laughing but things are not quite the same. ' o

\ 1

Mvusi: Hitting Phil hard on the backside. Move, move! Kicks her. Move you stupid donkey. Shouts
out to the audience. Carrots for sale. . . . ) .t

Everyone claps and laughs.

Laughter dies away and everyone shifls around nervously.

Mrs Meersig: Looks at Alex and says in a low voice, pointing at the class. Do you want me to carry
on? Must | still go on? .

" Suzanne looks around nervously.

Suzanne: Prompting. Maybe you could get into the quarrelling now.
Mrs Meersig: Reluctantly. Yes, the quarrelling.

~ Alex: Talking to class. The thing is as students - what can you see, what can you learn from what
they have just done? ' :

Everyone silent, Jane is still frozen with smile on her face.

You were all laughing. Why were you laughing?

Silence. . ' N

Kathy: Gently. Because the donkey was talking.
- Scattered laughter. - ‘
Glen looks around and then stands up and goes up to Alex, and talking directly to Mrs Meersig.

‘Glen: But maybe it's nice to ask Phil that now she has been the donkey would she ever hit a
donkey, now that you have felt it. . .
She starts taking over as teacher by turning to class and gesturing to Phil. ' -

Phil: Ja, it was sore.
Scattered laughter.

Glen: Still trying to solve things. Talking to class and Mrs Meersig. Maybe we could explore... We
could get to the quarrelling. Looking at Suzanne. But maybe we could explore umm... Looking at
Mrs Meersig Someone else could give a suggestion of making the donkey go without hitting him.

Glen: Turning to Alex and looking to see if she will agree. Alex?

Alex: Turns to Mrs Meersig as'if lecturing her. Ja, so by sometimes changing roles they get a new
understanding of what it's like. Talking to Mrs Meersig directly. And as a teacher it is important that
you manage to see where those moments are so you can say to the students well how do you
feel now, now that you've been the donkey and then take it on. '
Awkward silence. Glen turns around and sits down, she shrugs. Everyone has got a shocked look on their
Jace but they don't seem to know what to do. '

Alex points to Mrs Meersig.

Alex: Why don't you take it on. . :
Mrs Meersig laughs bitterly and makes no move to do anything.

Suzanne: Still looking nervous. \Well, why don't we look at how to get the donkey to move '
without hitting it. .

Mrs Meersig: Reluctantly Okay, despondent. Do you think we could get the donkey to 70




move without hitting it? Shrugs her shoulders \Would somebody like to corhe and try and show us
that?

Phil and Mvusi come to the centre stage again. They do a great performance again but everyone is still
frozen.

Phil: Acting donkey. I'm not moving. - '

Muvusi: Strokes it. Please move donkey. - Gives it a carrot, gives it water. Good donkey! Stroking.
Scattered laughter and some "Ahh's"

Mrs Meersig: In a ﬂat voice Thank you. So perhaps you'd like to tell us what it felt like being the
donkey.

Phil: Smiling. 1t was nice. | felt cared for and willing to help, they wduld be selling and | would be
helping them and they would be able to get more money as | would be willing to move.

Mrs Meersig: In a very tired voice. Now the song sang about a quarrel, it mentioned quarrelling
and you, gesturing to class, said quarrelling meant fighting. Would the two of you like to show us
when animals quarrel? Gestures towards Nosipo.

Nosipo: Confused. ’People?

-Mrs Meersng Resigned. No animals were quarrelling about who is the finest singer in the merry
month of May. -

Mrs Mavuyu: To Nosipo. Bok!

Mrs Mavuyu and Nosipo act out a pair of buck fighting. They are brilliant. The audience and the class
break out into spontaneous laughter and applause. They applause eventually fades. Everyone is slightly
happier until they hear Mrs Meersig speak. They laughter stops and there is silence as everyone stares at
her in complete shock. She is looking at her feet, fluttering her hands trying to think what she should do

_ next. There is a complete contrast between how she was in the beginning and now.

Mrs Meersig: Slowly. So they were quarrelling about who would be the best...?

Looks at the class despondently ‘

Everyone: Said in one voice whrle staring at Mrs Meersig as if transﬁxed at what is happemng but horri-
fied at the same time. Smger

Mrs Meersig: Looks up at the sky. Okay, lets see... Looks down, _if you are quarrelling about who
is the best singer. Umm, | don't know. Lifis her hands and lets them fall to her side as her hands hit

" her side there is a clash of cymbals. She stares at Alex. All the feachers are frozen The students look at
each other. Mrs Meersig just stares ahead. There is a long silence.
Suzanne suddenly walks forward and talks to Mrs Meersig.

Suzanne: Maybe instead of just taking two people from the class and making them sing you coulld'
have a competition from two sides of the classroom with the one side being the donkeys and the
other the cuckoos. :

Mrs Meersig: Automatically Okay.
Phil stands up and moves over to Mrs Meersi g and says to her.

Phil: Also maybe it would be easier if you knew who was the donkey and who was the
cuckoo because if you tell your students what role they are it would be easier to play in
that role. :
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Mrs Meersig: Automatically, fepeatmg after Phil. Okay, you be the donkey, you be the cuckoo, okay.
Mrs Meersig now has a circle of students around her all talking ro her. She is nervously looking from one
to the other. :

Alex: Still feeling very in control. It's good for the students it helps them enroll a lot more, like we -
did with the Indians. We used paint and building a fire, when you create the environment it helps.
Maybe you could say, what does a donkey look like, it's ears, make the students buiid that. That's
also like learning about the cuckoo. Directly to Mrs Meersig. | mean, | certainly don't know what a
- cuckoo looks like, | know it goes cuckoo but | have no idea what it looks like, so by talking about
that it can make their roles richer. She nods her head as if she feels that she has said what she needs to
say. v

Just as she does this there is a huge noise backsrage All the srudent 's look up startled. A voice from back-
stage. : . :

Zaru: Sorry.

Silence,

* Said from backstage. Music.

Cue entrance music - TKZee - Shibobo. Zaru prances on stage in a ridiculous array of clothing. He bows
“to audience and then looks around. As he does his grand entrance is slightly dampened. He rolls his eyes
at the ceiling. Mrs Meersig and the students just stare at him. Jane is still sitting with a frozen smile on
her face. ’

. Toaudience. Typical, and I'm not needed huh.
~ Walks over to Jane.
" Hello.
Jane stays frozen.
Look what's happened. Say something. Do something, anythmg Don't just sit there. Look what is going
on. Do something before it is all too late.. .
Jane stirs.
You are.not a passive observer. Say something!
Jane looks at him and puts her head in her hands and moans.
Do something? ‘

Jane: I can't, I don't know what to do. -Why has it gone so wrong?

- Zaru: Tapping his foot. We can talk about that later, just say something now, it doesn't matter what, just do
what you can do, that's all. Take that step, even if it is small.
Jane looks at him and .clears her voice, as she does so the scene goes back a few seconds.

Alex: | know it goes ¢uckoo but | have no idea what it Iooks like, so by talklng about that it can
make their roles richer. ,

Jane: Very quickly. As she says it all the teachers look up mrprzved What do the teachers think? How
would you go about doing this? Confused looks. Have you got any suggestions, what do you think
of that idea?”’

Mrs Mavuyu: Slowly. What do you mean?

Jane: Nervously: | just want to know, we are throwing a lot of ideas onto the table here. | just
wanted to know if you had any ideas about it and had anything to add to enrich the situation?
Maybe if you were teaching in your classroom, how would you go about doing it? Alex
has just been giving us a lot of ideas and so has Phil, | was just wondenng if you had
anything to add to that. ‘
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Mrs Mavuyu: Understanding. Okay. '

Alex bulldozes the scene.
~Alex: Sorry can | ask a question? Doesn't wait for anyone to answer, everyone looks at her startled .
Directly to Mrs Meersig. How do you normally do this lesson?

Everyone looks at Jane but as soon as Alex said the above she has frozen again.
Zaru: Jane? Waves his hand in front of her face. Sighs. Great! So this is my great performance.

Mrs Meersig: In a withdrawn voice. | would normally teach the song and let them do the actions
and then let them dramatise it. | didn't think of making two sides and both trying to out sing each
other. Basically the action is to get them to identify the donkeys that are ill-treated and those that
are looked after and the quarrelling. | would have done that, that was all. But very often while
you are teaching thmgs come to you. ‘

(Carol Rebellious. Butin groups there are those who won't sing and those who won't do drama.
Alex: Looks at hek Do you want to try something, become the teacher?

Carol: No | don't want to become the teacher, | was just saying.

Alex: Try.
Carol is silent. Zaru rvolls hzs’ eyes and turns his back on the whole thing.

Suzanne: Does anyone else want to be teacher?
Everyone stares at her dejectedly. Zaru turns around

Zaru: Huh look at them, they all look like something has died, even the students'
Students still de 9perately 1rying to save the situation

Mvusi: Maybe we should look at how the situation of the donkey and the cuckoo compare it to
other situations in our lives, like why we quarrel and fight.

Phil: Yes maybe we can split up into groups, those who are considered and those who aren't
because that is often why we quarrel, we are not considered. :

Mvusi: Shall we try it?
Everyone is silent.

Alex: Interruption. \What | want to say is that you don't have to give the class all the information
the students can give the information themselves. if they give the information it makes us feel in
control4. Looking at Mrs Mavuyu and Nosipo. Maybe we should ask the students why they were.
fighting? Or how? Donkey, who was the donkey?

Mrs Mavuyu:‘Qz}ietly_ No we were both goéts.

Alex: Why were you fighting?

Mrs Mavuyu: Looks at Nosipo. Because | though | was more beautiful than her and she said she

4 This text is taken directly from the video material and portrays how Alex as well as the other students

where struggling with their multiple roles. Here Alex is in the role of ‘facilitator/teacher’ telling the participants

of the workshop why-teachers shouid not just give education to the class, but she is speaking from her per-

spective as a student. Haifway through her sentence, she swops roles and includes herself in the “they" she 73

talks about “if they (students/pupils) give the information it makes us (students/pupils) feel in control. o
/
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was fatter and 's_hinier than me. -
Scattered laughter
Alex: Demanding. What was the outcome of the fight?

Nosipo: | lost because she used tricks.
A few people laugh.

Alex: Lookmg desperate. Does anyone have any suggestions how they could have solved the
fights without tricks or violence?
A bit of nervous laughter.

Phil: Smiling at her. Animals can't talk to each other!

Alex: Alex looks at the class. Can animals talk to each other‘?
Scatrerzng of nervous laughter.

Glen: Looks around. Now that's a question, a big question?

Alex: Still unconcerned. Do you all agree? What | am saying is by asking questions like that, peo-
ple get a better idea of what an animal is, it's not just an animal anymore. If animals can commu-
nicate they have intelligence, see what | am saying? Looks at them.

At this Zaru walks into the centre of the stage.

Zaru: Okay that is enough. ' STOP! No more of this. I don't think any of you know who you are any more
and what you believe in. Everyone freezes Alex come here.

Alex walks over in a kind of daze. Zaru puts his arm around her and walks her off stage. As he leaves the
stage, cue sad music (Vangelis - Blade Runner) . He comes back with a group of people with blankets they
start putting them around the student's and teachers’ shoulders and walking them off stage. Zaru goes over
{o Mrs Meersig and gives her to one of the people to walk her out. He makes sure everyone being looked

- after and at last goes to Jane and helps her to her feet, she puts her head on his shoulder and they walk
out. The only people left on stage are Thomas and Rob, they sit writing for a whlle discuss things in whis-
pers then close their books, get up and walk out.

END OF SCENE 2

cene 3.
Set: Same as Scene 1, Act 1.

Jane is sitting on the floor, centre stage. She mll has the blanket wrapped around her. Zaru is pacing up
and down, still in his outrageous clothes which are now ruffled and torn. Jane is staring at the ground
de]ecred

Jane: I can't believe it. All my wonderful ideals and this had to happen. 1 feel as if my world has fallen
apart

Zaru has stopped pacing and sits down next to her to listen.

I struggled with school when I was a child. I was terrified of teachers and what they could do to me. I wanted 7 4
to look for different ways of teaching so children did not have to feel that fear and disempower-




mient. I thought drama and creativity was the answer but look what happened. Everyone in that classroom

was disempowered. What happened shocked us all, yet none of us acted to do anything. No one knew

how to act, what lines to say to change the situation. It was a situation that was all too familiar and we all
. carefully acted out old roles. It's difficult to accept. -

Zaru: It's not the theory or your ideals that are wrong Jane, it is just that it is difficult to change. It doesn't
happen overnight. It is a battle for everyone. Those lines that you wrote and those roles that you envisage
are still there. You and the students still behieve in them and still want to act them out, it will just take
practice and you will make mistakes. What is important is that you leam from these mistakes, understand
them and grow because of them.

Jane: I feel that but at the same time I have been deeply shocked at how easy it is to disrespect each other.
I don't believe anyone meant for anyone else to be disempowered but it happened anyway. We were all try-
ing to prove ourselves, me as researcher, the students as teachers. Oh, yes and don't forget the fact that this
was an exam for them. Actually it was a typical educational product and look how it ended up.

Jane beginning to look up a bit.

There was no space for us to meet as perle we were all cast in roles and could not share our worlds with
cach other. We laid so many expectations on ourselves. It is a workshop therefore we have to teach some-
thing, I am doing research therefore I have to find out something, we are attending a workshop to learn
something therefore we can't say we already know what they are teaching ug. Isn't this the wrong attitude?
Jane jumps up and starts walking up and down. i

We should celebrate if we go into a workshop as the facilitator/teacher and find out that the participants
already know what we were going to teach. What a great exciting point to reach, for us and the participants
as it means we can start exploring new environments together. But no, both parties, teacher and pupils,
would feel that such an experience could not be a leamning experience as we must get and give something.
We expect something! ' ‘

Looking around excitedly.

That's it, our expectations of what our roles were and what the process needed got in the way of really giv--
ing ourselves up to the process and leaming, all of us leaming.

Zaru watches her smiling slighitly.

Zaru: To audience. She will be okay.
Suddenly Jane turns around dramatically to Zaru.

Jane: Oh no, what about Mrs Meersig, what am I going to do. I can't pretend this did not happen. I must
go and apologise to her. T have to. She's going to be so angry with me. -

Zaru: Probably. ) C
Jane: Her eyes wide. Do you think so?

Zaru: Of course, she is a very experienced teacher and some third year umver51ty students made her fecl
_ very stupid, she will be angry.

Jane: Looks at him for a moment, then strazghtens herself up as if accepting fate. Well I will just have to
face it. I'm going to phone her right now and make an appointment to sce her.

Jane goes over to the phone and talks into it for a while. She just puts the phone down and it rings again.
This time the audience hears her conversation.

Jane: Hello, Jane here. Listening. Yes. Lzsfemng Yes it was very hard. Sure I'll be there.

She puts down the phone and stands staring at if for a moment. Then she turns to Zaru.

That was Felicity from Behind the Scenes, she wants me to appear on tonight’s talk show to talk
~ about what happened today. Jeez news travels fast. I told her we would be there.

Zaru: Not me, I've got other work todo. .~ , 75




Jane: What, yau're not going to come with me. You have to!

Zaru: Standing up. No you can do all right without me, out there. I'm staying right here.
Jane: But what if things go realiy badly.
Zaru: They won't and anyway you can handle it, you always could.
Jane: Looking at Zaru. Thank you for everything. I'm going to miss you.
Zaru: Well don't, just give me a call and I'll be back. Remember I'm part of you anyway:
Jane: Well goodbye then.
© Zaru: Goodbye
They hug and Jane after a moment's sadness leaves the stage with her head held high already thinking
about what is going to happen next. Zaru looks after her for a while then sighs, he sadly picks up his drum
and walks off the stage in the other direction.

Curtain down.

END OF SCENE 3
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NAY
Behind the Scenes

Practice problems are often put down to ‘difficulties

of communication’, as if all that was needed to put
things right it a clarification of meaning and intent. «
Can one ever be sure that meanings are shared and
commonly understood?. No, because of the ever-
present possibility of different interpretations. ..

The presenter’s message is intended to persuade

you, the audience, of the value of ccrtéin 1deas...

- Perhaps you expected a presentation based on
“facts’, which would be persuasive because of the
association of ‘facts’, with ‘things that are true’.
The intended message is that there are no ‘facts’,

~ just questions and a moral: be wary of anyone wh‘om
says, ‘these are the facts’, which often carries with -
it the implication that ‘there is nothing more to be.
said.’

- Usher R, Bryant, I'and Johnston, R.1




Set for Behind the Scenes: Typical talk show set, there are comfortable chairs around a co}j%e table and
tasteful decor. Behind the chairs is a large screen. :

This is a show that usually happens after the news where one event is looked at in depth and the audience
- Is taken behind the scenes of the story which was reported on briefly during the news.

cene 1.

Curtain up. There is a lot of activity happening on stage. There is someone making sure the chairs are in
place and that Felicity's notes are on the,table in order. There is another man standing at the side of the
stage with ear phones on, he is the glitzy man and is checking his signs which say "Applause” and
”Laughter Whenever “applause” or “laugh” appear in the text he walks onto the stage and displays the
sign to the off-stage audience. Suddenly someone says over the speakers.

Speaker: Five everyone.

The person sorting out the table does last minute preparatzonv then moves off. Lights dim. Lights up. Cue
talk show music (TKZee - We like this place). Glitzy man with headphones holds up sign saying "Applause”
10 off-stage audience. Felicity walks in, dressed in a beautiful business suit with her hair pzled on top of
her head, she walks to the front of the stage, bows to the audience. Music fades out.

Felicity: Hi everyone, welcome to the show. Because this is environmental week Channel 5 is doing fea-
tures on all sorts of environmental issues. For my programs, I havé chosen environmental research, specifi-
. cally the research done by a new researcher in this field, Jane Burt. Now I am sure all of you heard of the
tragic ending of the workshop she organised with the EDT drama students. ‘During the workshop for teach-
ers on the techniques of theatre for development, a participatory and empowering approach to drama, the
students and Jane struggled to find the action for their ideals of drama and teaching and fell back into old
pattems of behaviour. This led to everyone that participated in the process, and one teacher in particular,
feeling disempowered. The tragedy is that the students and Jane did not set out to disempower anyone,

they just wished to share their skills with the teachers. Instead they got caught up with what the role ofa
teacher means and tried to be experts in something they knew little about.

Felicity pauses dramatically, she turns around and heads to the comfortable chairs and sits down. She
turns to face the audience. :

Most people involved in this event are understandably rather confused and to some extent shocked. Jane °
Burt, the researcher and organiser of the event went to speak to Mrs Meersig, the teacher most affected.

today. Richard, one of our favourite prowlers was there?.
Felicity turns towards the screen at the back of the stage. Richard's face appears on the screen.

Felicity: Hi Richa.r.df | ’ ‘. | .
Richard: Hi Felicity.
Felicity: So Richard, tell us what happened?

Richard: Well Felicity, I'met Jane just as she came out of the interview, she was very relieved that she had

1 Usher R, Bryant, |-and Johnston, R. 1997.
2 Richard's report is a reconstruction of my response and notes taken during an interview between Mrs ' 78
Meersig and myself. 11t June 1997.




~ gone to speak to Mrs Meersig. 1 also spoke to Mrs Meersig, this is basically -what happened. Jane apolo-
gised for the way in which the students abused their power as facilitators and mentioned that they should -
really have allowed Mrs Meersig to finish her lesson before criticising her approach.

Feficity: At least!

Richard: I agree. Anyway, she also mentloned that they seemed to have forgotten that they were working
with experienced teachers who could have taught them a lot.

Felicity: How did Mrs Meersig react to this?

Richard: Mrs Meersig was surprisingly very friendly considering what had happened and responded that
she realised that they were students who had only had a little experience and that the experience did not
affect her personally. She said that the students probably did not understand what went into planning a les-
son and that if they knew this they would know that it was impossible to achieve all that she wanted to
achieve in the short time she had. It seems that Jane and Mrs Meersxg left on amicable terms.

Felicity turns 10 the audience, image of Richiard fades.

Felicity: It looks as if things are being resolved but lets dig a bit deeper. The EDT drama students co-ordi-
nator was also present during the whole workshop and he is here with us tonight to tell us what he thinks
. happened3.

Cue music. (TKZee - We like this place) Applause Fehczty stana'v up. Rob walks onto the stage and
shakes hands with Felicity. They sit down.

Fade Music. :

Welcome Rob. Rob it is quite amazmg the difference between the assumptions that the students and Jane
had at the beginning of the workshop and what came out of the workshop. Do you have any comments?

Rob: Thank you Felicity. Yes, one of the things that came out of the workshop for me was that the students
in particular were confused on two issues. First, the teacher/student relationship and, second a confusion
between the content of the workshop, that is using drama for environmental education and the methodology
and techniques of theatre for development. In the first instance it seems that the students were confused
about their roles in this play. Where they to treat the teachers as pupils or as teachers? Were they giving
the workshop as if to children in a class or to teachers looking for skills? This is not only something the
students are confused about, the teachers probably came to the workshop with an idea that they were teach-
ers with experience and looked upon the students as people with little or no experience who could probably
not teach them much at all.

Felicity: Yes, according to Richard, that was the feeling that Jane got from Mrs Meer51g4 Her commient
was that they are only students who have little experience.

" Rob: Yes, exactly, my question then, is, how useful are these workshops at all if the teachers’ approach to
the workshop is just that. Are they attendmg these workshops to leam anythmg or just to say they have
attended a Rhodes University workshop?

Felicity: That is one way of looking at it but teachers are at times; sent by their principals to represent their .

3 The dialogue between Felicity and Rob is a reconstruction of an interview (or' debriefing) between me and Rob, the
drama lecturer who co-ordinates the EDT drama courses. it is not a direct reconstruction as the conversation was not

audio recorded but is taken from notes that Jane made during and after the interview. 1 oth June 1997

4 This response is taken from the interview which took place between Mrs Meersig and | that was reported ]
on by the character of Richard. - ' 79




school and do not necessarily want to attend the workshop at all>. Mmm, either way though the usefulness
of the workshop is questionable. A comment one of the teachers made when the time of the second day of
the workshop became an issue was_"We need to get this over with®™ -

To Rob Would you say that reflécts what you are trying to-say?

Rob: In a way, ves. It really shows their lack of interest.

 Felicity: Maybe, or maybe they really support the ideals that Jane had when she introduced them to her
project and invited them to the workshop but when they came to the workshop they soon realised that what

was being shared was not what they needed or wanted”.
Rob looks at her and nods his head. :

Felicity: And your second point?

Rob: Oh yes, I feel the students had quite a firm grasp on the methodology of theatre for development, but
their inexperience led them to develop a workshop that was extremely structured and did not really allow
for the teachers” knowledge about teaching techniques to come through. This led them straight back into
teaching in ways they were trying to advocate getting away from.

Felicity: For example the way they locked the teachers” knowledge away in the Treasure Box activity at the
beginning of the workshop. Couldy't another reason for their confusion be because they were uncertain
about how exactly drama would work in the classroom presumably, because they have not experienced it
before. They also have never done this kind of thing" before so they wouldn't have felt as confident as say
you or I would feel. In this kind of situation people do tend to try and control the situation rather than let-
ting it flow. They don't feel confident enough to just let things flow.

Rob: Yes I suppose so, more importantly is that even though they had a good grasp of the methodology,
they kept struggling with the content of the workshop which they did not really know much about, being
environmental education. They should have illuminated the methodology behind the techniques they were
sharing, such as taking a participatory approach, interaction, breaking down the barriers between the
"expert” teacher and the pupil at the beginning of thg workshop and reflected on them with regards to the
techniques shown in the workshop. What happened was the students only started reflecting on what their -
approach to drama was during Mrs Meersig's teaching exercise instead of throughout their own work. You
know that one of the main problems is the assumption that drama, by itself, is the answer to everything and
is easy to use. But like everything else drama can be used in different ways and the techniques and the '
methodologies have to be shared as well. Really, in the end I think the workshop ended up being two days
of fun and games, but little else with regards to showing the teachers how to use it in their contexts. The
focus of the workshop was very unclear.

Felicity: And sometimes it wasn't that much fun anyway. Well thank you Rob for your contribution this

evening. ‘
Felicity stands up. Cue music and applause. She shakes their hand and Rob leaves.

¥

Curtain down

END OF SCENE 1

5 Eureta Janse van Rensburg, August 1998. Personal Communication.

€ This comment was made when there was some debate over when to hold-the second day of the workshop as Friday
afternoon was unsuitable for some teachers. Eventually one of the teachers commented "Let's do it next
week Friday as we need to get this over with." Some of the othér teachers agreed and so the date was kept

the same. 8 O
7 Eureta Janse van Rensburg, Dr. November 1998. Personal Communication. ) »




cene 2.7

Set: Same as Scene 1.

‘Felicity: Looking at the audience. To move on, let's ask some participants of the workshop what they
thought happened Welcome Mrs Meersig, Kathy, Carol and Jane?®.

Cue music - TKZee- We really like thzs place, and applause. Felicity stands up. In walk Mprs Meersig,
Kathy, Carol and Jane. They shake hands with Felzczty and all sit down.

Felicity: Pointing to the different people. This is Mrs Meersig the principal of Lily Primary School. With
her are Kathy and Carol, two teachers from her school who attended the workshop. And Jane Burt, the per-
son who initiated the workshop and who is researching the process. Welcome

All: Thank you.
Felicity: Okay, so what happened? Would anyone like to begin?

Jane: Thank you Felicity. Well when | started this research | saw drama as something which would
give both teachers and children a voice to say what they need to say. But when we came to do
the workshop we did exactly the opposite. We did not allow Mrs Meersig the chance to finish her
drama. It wasn't participatory because there was a definite barrier,between those cast in the role
of the teachers and the pupils. The students, as teachers, where the only ones who made com-
ments about what was going on. What was the hardest for me to watch was that the students
‘and | had particular ideas about what we wanted to do but when we were in the S|tuat|on we went
right back to the way we had been taught when we were at school.

Mrs Meersig: Looking at Jane. The other thing was that the song | was doing was appropriate for
Standard One's and here | had to face a group of adults and pretend they were Standard One's.

| didn't expect the students to actually be able to cope with that. You know it takes teaching
“experience to be aware of those situations and the dynamics of the class. .So you are teaching a
Standard One lesson but you are so aware that you are busy with the adults. - If | had a group of
children it would have been different, their response would have been different. Also the students
were being evaluated right there and then, that was the disadvantage of that situation. | would
never have done it for Standard Ones in that short space of time but over a period of about three
lessons. They've got to bear in mind that they couldn't expect to achieve all their goals in one les-
son.’ ' ’

Carol Chuldren like to get involved in drama things but you must know there is no space in our
classrooms.

Mrs Meersig: Interrupting. Yes, but we are already doing these things. | always use participation
in my music classes. The children are always involved but there is always a personal approach.
If Kathy was to teach the same lesson in the same class,. she would probably approach it from a
different angle and with as much success but it is a very personal thing. Also we should have

8 Al dialogue by ’Mrs Meersig, Kathy, Carol and Jane is based on a audio recording of a Focus Group dis-
cussion with the Mrs Meersig, Kathy and Carol who are all teachers from one of the schools involved in the

workshop, 29 September 1997. The text in this font is dialogue taken verbatim from the audio record-
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been given more information ‘as to what was going to be expected of us. | didn't khow what | was
going into. In fact throughout the workshop it-happened very often that we, were stumped, we did
not know what was expected from us. | might have approached my lesson differently.

Jane: | suppose so, we did not share with you the principles underlying the techniques we were
trying to teach you. We did not look at how you could'relate it to an everyday lesson.

* Kathy: What you did in my classroom was very different Jane. Because the children were famil-
iar with the animals that you worked with, it wasn't something strange to them when you told
them the story, they enjoyed it, enjoyed making the sounds of the animais. You were thinking
about the size of the children - you were dealing with little ones and you came down to their

level®.
Felicity: Could ydu explain to our audience what you are talking about?
, Kathy: Oh Jane worked with my children twice in the classroom and she approached it very differently.

Jane: What | feel the drama students were doing was actlng They were actlng as teachers
according to what they know and the roles they are used to.

Mrs Meersig: You have to shed your inhibitions as actors. The students don't have a problem
with acting whereas some are drama-inhibited.

Carol: It's something you can't force on pedple‘

Mrs Meersig: It is something that you feel your way in the classroom situation, in the workshop
that was not an ideal classroom situation. So all those factors need to be taken into account and
as'| said there-are things that they will learn with experience. They had very good points, valid
points, like the idea of having two groups try to out ‘coo’ each other10. Also we spoke about fight-
ing and | asked those two ladies to enact the fight between the donkey and the cuckoo. They ,
missed it altogether. | realised | fell down. 1| realised this somewhere else, it was during a music
festival and the teachers had to teach their children a fairy song and the teachers had to ask for
help as they did not know what a fairy was | said "good grief", | never thought, | never gave it a
thought. In fact as | was working on the music | thought should | speak about what fairies are, no
nonsense these are teachers and low and behold this person says to me that she doesn't know
what a falry is. So if you don't know a fairy and you've got to sing a song about a fairies’ dance;
well it affects the whole nature of the song. Now it immediately struck me, they know of the don-
key but they don't know a cuckoo. I've learnt about cuckoos in high school and | was at universi-
ty and we did the song of the donkey and the cuckoo in class, it was a university set up. So my
mistake was that | was trying to communicate a song to people who have probably never heard

of a cuckoo. : :

Felicity: Are you saying that the reason why thmgs went so badly is because of a language and education
problem? -

Mrs Meersig: | would probably have explained to them what a cuckoo was but | kept thinking
these are not Standard One's | am teaching. In fact | have taught the Standard One's all about
the cuckoo bird but in this situation | assumed it was not necessary and that is when | fell down.
As for the student's input and excitement | wasn't perturbed, their behaviour was quite normal for
students.

9 Cathy's comment relates to my vnsxt to her classroom, See Act 5. ' o .
10 see Act 3 Scene 2 ’ 82




Carol: But we are doing drama anyway. When teaching a poem, they [the pupils] act. Even with
the music they act.

- Mrs Meersig: That is at our school we are doing drama. We can't say that for other schoals. I'm
not trying to be racist or anything but in some ways in many of our coloured schools we are
already using drama.

Jane: Maybe the workshop needed to concentrate more on how we could use drama as a
process seeing as some of you are already using drama. To keep pushing it one step further.so
it actually becomes a way in which you can try and learn new things and it becomes the process
of teaching itself and pot just acting out something. -

Felicity; Okay thank you very much everyone. I think we all feel that we understand the situation much
better. It is a pity we could not get the drama students’ perspectlve but they are presently writing exams

- which we wish them luck for. -

Cue music - We really like this place - TK Zee. Everyone stands up F elzctty shakes hands with everyone
and they leave the stage.

END OF SCENE 2 ‘ A

cene 3.

Set: Same as Scene 1 and 2.
Féliciry briefly glances at her notes.

Felicity: Now we have Professor Keshem an expert on educatlonal theory and practice from Yahoo
University. :

Cue music. Felicity stands up. Professor Kesheni walks in, shakes, hands with Felicity and they both sit
down. Professor Kesheni looks like the stereotypical professor in a dowdy suit with a bow tie.
Fade music.

Felicity: You have had extensive experience in dealing with this kind of practice in education, Professor,
both in your work as a lecturer at Yahoo University and your own personal research on teachers and the
roles they play. Recently you presented a paper at the International conference of Process Educators, enti-
tled "Roles and Rolls: Are we rolling away from our roles?" which was warmly received. And here you are
in role again, thank you for being on my show Professor.

Prof Kesheni: Laughing. Thank you Felicity, you are always in top performance.

Felicity: Laughing, and pats him on the knee.- Really Professor. Straightens herself up and gets serious
afier a brief glance at her notes. Professor, you heard the conversation just now, you saw the video record-
ing of the workshop, you heard the initial interview with Mrs Meersig as well as the interview with Rob,
the co-ordinator of the Educational Drama and Theatre course. ‘What is your reaction to this scene?

“Prof Kesheni: Well Felicity, it is all rather a complex issue but it is an issue that I addressed in my
paper “Roles and Rolls: Are we rolling away from our roles?” This is unfortunately a common
occurrence in education today as everyone struggles to come to terms with a new way -of doing 83




things. If we take the idea of the students not having enough experience for mstance yes... First of all it
makes one think that if they lacked the experience why did they not just draw from the experience of the
teachers. They could have asked yes, yes. They could have asked what is common teaching practice. How
do you keep the attention of small Standard One's etc etc? But instead they tried to teach the teacher as it
where. Ha, ha! Quite a common occurrence, that once in a role of power, say a teachers role, we draw on
our experience of that role? Tell me Felicity what do you think of when you think of a teacher as say a
pupil would?

_Felicity: Umm bossy, defensive, dictator, domineering, authoritarian, scary....!!

Prof Kesheni: Yes, quite and what did these students play, the teacher! Not the teacher they wanted to be,
no, but the one they know so well. The ones they were taught by. The script has been written too well I'm
afraid, it takes more than ideas to change the past Felicity. It's easy to confuse roles.

Felicity: Come on Prof, you don't take us to be that powerless? I for instance am at least a dozen different
people a day. '

Prof Kesheni: I'm sure you are Felicity, I'm sure you are. And that is really the point isn't it. The students
really do believe in their new teaching strategies but old roles are constantly falling out of the closet. 1am
not saying that the whole problem just lies with the students my dear, like I said things are far more com-
plex. What about the comment that both Rob and Mrs Meersig made, "they lack experience”, really they
have had twelve years of schooling and three years of university, I'd say they have too much experience.

Doesn't this idea that we need experience, that we need to have done something for many years lead to us
getting stuck in old patterns? I tell you Felicity this smacks of protecting those in the know. It's not experi-
ence, knowledge or an expert that changes things, 1t is originality and reflection. I would say 1t is not a lack
of experience but a lack of educatlon wluch calls. for critical reﬂectlon

Felicity: But it is because you are an expert in this field that we called you here. Are you telling me we
may as well have called in a matric student and she could have told us all this.

Prof Kesheni: You've got me there! Maybe she could, perhaps not in the jargon I'm using but she could tell
you what she has leamt from school and if you listened carefully, undemeath the facts and the content. you
would hear she has learnt compliance with the rules, obedience and acceptance of the status quo, oh, and
don't let me forget competition!?. The drama students knew that, even though they were trying to influence
a change in teachmg, when it came to the crunch there was only one right way and as teachers it was their
way! "

. Felicity: To audience. Well that will definitely save some money, next time we need some advice we won't
call in the expert. Thank you Professor.

Lo .
é

Prof Kesheni: No don't go that far. You need us experts to tell you that everything is complex and difficult

otherwise what would we do all day if we couldn't look for more meaning in things. Give us a break, we
need shows like this and people like you to allow us to say what we think.

Felicity: Okay Professor, you called for reflection as what is needed Do you feel that is what this work-
shop needed? -

Prof: Mrs Meersig said it for me, "At some points in the workshop we did not know what was going on or
why we were here." Did the students and Jane share with the teachers their wonderful and exciting ideas .

11 These are charactenstlcs which participants gave at a roundtable discussion, that | ran. | asked the
group to name characteristics which they. thought described a teacher. Burt, J. 1998.

12 gee Gatto, J. T. (no date) Also Berold, R. 1998. ' 84




about drama and environmental education? No! Does a teacher let his/her pupil know why s/he has to
learn about the earthworm and not the tiger? [ mean Jane and the students really believed drama was pai-
ticipatory and called for critical reflection, remember all their wonderful ideals at the beginning of the
process, but did they share these.ideals? So the drama techniques became a way of just getting the envi-
ronmental content across, just like the old teaching style, which I call Fact Driven Education (FDE). I sup-
pose this could also be related to the lack of focus the workshop had, that Rob their lecturer spoke about.
But really, the teachers could have stopped Jane and the students any time during the workshop and asked
them, what is this workshop about. Instead they really became the pupils, not questioning what they were

being taught and just expecting knowledge to be handed down to them in a top-down situation!3.
Felicity: Are you saying the workshop did not achieve what it set out to?

Prof Kesheni: Well it did not achieve its outcomes!4, no. Take Carol's comment just now. "But we are
doing drama already anyway. I am thinking. when teaching a poem, they act. Even with the music they

ct." From this statement we can see that the workshop did not necessarily succeed in developing a deeper
understanding of the role and the potential nature of drama techniques in education. It especially shows
that the workshop probably did not succeed in sharing the methodology of theatre for development.

Felicity: But hang on, Mrs Meersig said she leamt from the workshop and that what she leamt was that she
- did not teach the content of her lesson well enough. She was not clear about her facts. She d1d not explain
what a cuckoo was and that's why the lesson failed. ‘

Prof: Well as an experienced teacher, who has been teaching FDE for many years what do you think she
would be looking for in a leaming experience? I feel she is really taking the blame for the wrong thing.
Her role as pupil and teacher for so many years zoned in on-a fact finding mission to explain why things
were going so wrong. Also it is easier for a teacher to blame her struggles on the inadequate knowledge of |
others than to critically look at the whole process. Do you think Mrs Meersig really wants to know that a
bunch of students had embarrassed her, a teacher of many years? No, it is easier to think that the reason
things did not work is because of the language problem of first language Xhosa speakers. How does it go,
when something. is lacking, we just need more information so we just top the human brain up a bit, easy!

Felicity: Prof, are you saying that we look for what we want according to the role we are in? And that the
issue about the Cuckoo is not important? Well I don't buy that completely. Mrs Meersig; an experienced
teacher was just not given the chance to do what she was asked to do? '

Prof: Felicity, Felicity. In this situation she was the pupil not the teacher, although during her exercise she
was acting as teacher, and what was done to her is done every day in our classrooms. '

‘Felicity: - Angrily. This is something completely different, if you don't mind me saying so. She is an adult
not a child and I don't appreciate the comparison. Children have to leam facts, they have to be taught to’
behave. Isn't the reason we asked you here because you know a lot about education and you are telling me
that is a load of hogwash? I'm sorry I'm finding all this very hard to accept. As far as I can see a bunch of
students overstepped the lme

Prof: We don't like our norms to be challenged do we? Didn't Mrs Meersig comment that their behaviour
was normal for students, if that is the case then we ‘must expect all students to behave like this even though
we don't want them too. And when they come to us to share the skills that they have learnt at university
with us, we don't need to take them seriously as after all they are students, how can we expect anything dif-
ferent? -

13 Eureta Janse van Rensburg, August 1998. Personal Communication.
14 See Act 1 Scene 1.
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Felicity: Well you obviously know more about this than me but I feel that you are just playing games and I
do not want to discuss this any further. Let's move on to something else. Mrs Meersig mentioned that the
students didn't take into consideration that things are different in the classroom, that a teacher will feel her
way as she goes as to whether certain techniques can be used, such as drama? Also that teachers have dif-
ferent teaching styles?

~ Prof: A valid point. One of the main problems with the workshop run by the students is that they did not
allow for flexibility and reflection. They were teaching according to a strict curriculum which was not
open for development. What Mrs Meersig was also saying is that doing a lesson can't be rehearsed before-
hand. Each class will be different, some will seem to work better than others, some won't and one leams
with experience to respond to the dxﬂ‘erences

_ Fellclty I suppose drama students are used to many rehearsals for the one time perfomlance and this
workshop was that performance for them. .

Prof: Yes I suppose so but still if Mrs Meersig is saying that teachers adjust according to the situation,
why could she not adjust to the situation in the workshop? There seems to be a contradiction here which
supgests that teaching styles are pretty much rigid but techniques can be adjustable. This does not change
anything as any technique can be turned into a technique for FDE.

Felicity: You enjoy this don't you Professor, causing chaos, making everything grey and not black and

. white. When I started out this evening I felt sure I knew what had happened and who was to blame. I
wanted someone to point at and say it was you. You have just taken that face, that someone and changed it
into a dozen faces. Idon't know whether to thank you or curse you

Nor do I know what to do about it. But thank you for coming on the show, it's been well... interesting.

Prof: Thank you Felicity. I've leamnt a lot! -

Cue music- TKZee - We like this place. Both Felicity and the Profes&or. stand 'up, they shake hands and the

Professor leaves the stage. Felicity Stays standing and walks to the front of the stage, talks to audience.
Fade Music.

Felicity: And so we come the the énd of our programme. I don't know what role you are in tonight but I

need to slip into the role of cat feeder and head off home. Whether I will be able to see that role with any

clarity after tonight is questionable? Good night!

Cue music (TKZee - We like this place), Felicity bows to the audience and walks out.

END OF SCENE 3
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~ When Bilbo opened his eyes, he wondered if he
had; for it was just as dark as with them shut.

No one was anywhere near him. Just i 1mag1ne
his frlght

He could not think what to do; nor could he
think what had happened; or why he had been
left behing. ...at that moment he felt very

~ crushed. But in slapping all his pockets and feel-
ing all around himself for matches his hand came
on the hilt of his little sword... ‘

Now he drew it out. It shone pale and dim
before his eyes. “So it is an elvish blade, too,”

he thought; “and goblins are not very near and
yet not far enough.” But somehow he was com-
forted. ... “Go back?” he thought. “No good at
all! Go sideways? Impossible! Go forward?
Only thing to do! On we go!” So up he got, and
trotted along with his little sword held in front of
him and one hand feeling the- wall, and his heart
all a pitter-and a patter.

- J,R,R.r Tolkien !




cene 1.

Set: A chair and a small table with a phone next to it is all that is one stage.
. o . »

Jane sitting on a chair, looking up at the ceiling. When the lights are fully up she looks at the audience.

Jane: So that is that. Really the play should end here, after all we've had the climax and Felicity has ended
everything off with a question which could send the audience home thinking of all sorts of things about
drama, the research and environmental education. But the research continued. Of course we could always
think of this as the second half of the play. The audience is left with a critical question to think about while
they go and drink tea and buy some more munchy chocolates for the second half. If that is the scenario and
you as the audience are all settled down in yout chairs trying to open your sweet packets without making
too much noise we can continue. ‘

Jane stands up and walks to the front of the stage.

nght at this stage of iny research I was thoroughly fed up, the end of the year rush was approachmg for
the schools, I had other assignments to think about and my energy of involvement was at it's lowest. The
teachers that were so keen from Mbeki Primary school had disappeared in the wind.

Jane walks back to the chair sits down and picks up the phone. .
I phoned up their pr1nc1pal to ask if I could come and dlscuss the possibility of me working with one of the
teachers?.

Jane dials a number.

Jane: Hello can I speak to Miss Mavuyu please. Jane waits a while.
Hi Miss Mavuyu, it's Jane Burt from Rhodes University. I would like to come and speak to you some time
about working with one of the teachers in your school as we dlscussed earlier.

Jane stands up and picks up a telephone and says as Miss Mavuyu
"Jane that would be really lovely, really but not this year. We need it yes but this is not a good time"
Jane sits down.

Oh Okay Miss Mavuyu, but I'd also like to run a focus group with your teachers and the teachers from Lily
" Primary School about what you thought of the workshop. Could you come to that in about three weeks
time?

Jane stands up, as Miss Mavuyu :
"Jane, it would be nice really, but now is a bad time for us”
Jane sits in her seat again

Oh okay Miss Mavuyu maybe some other time. 'Thank you for your participation in the workshop.
Jane puts down the phone and turns to the audience.

So that was that. Mbeki Primary school was too busy to continue to be involved in the project or their par-

ticipation in the workshop had made Miss Mavuyu decide that whatever I was teaching was something the

teachers from her school did not need to leam. Anyway one teacher still agreed to work with me from Lily
. Primary School, she seemed quiet and shy, but someone I really felt I could work with. -

1 Tolkien, J.R.R. 1966.

2 This telephonic conversation is a reconstruction of .a telephone discussion | had with Mrs Mavuyu the. prin-
cipal of Mbeki Primary School. The |atter being a pseudonym for a primary school which sent teachers to par-

ficipate. 11th August 1997. : ‘ 88



Stands up and walks 1o the front of the stage. _
Then 1 found out that she had not really chosen to work with me but the principal had chosen her as some-
one that should work with me. It wasn't Kathy's choice. I also realised there seemed to be a misunder-
standing between me and Mrs Meersig, the Principal, about what I was wanting to do at the school. They
thought I was training to become a teacher and needed a school within which to do my practical. This was
partly my fault. In the same way that the students did - I was unable to share the full passion and ideals of
my project. If I think back this probably stemmed from my first mterv1ew I had with a principal of a for-
mer white school in Grahamstown?. I shared with her all my ambitions for the project which were rather
extravagant and unattainable, but they were'my dreams. She was rather insensitive and I was very hurt by
the whole experierice. I was not keen to speak to any other Principals until I talked the situation over with
my supervisor. She suggested that maybe the whole picture of my project was a bit daunting and I should

just introduce it one step at a time?.

- I tried to straighten out the situation with Mrs Meersig, by explaining again that I was a Masters studerit
who was researching the use of theatre for development in the classroom but it seems old ideas will stick
and Mrs Meersig's assumptions stayed the same. I was stuck with a hidden curriculum that only I was fol-
lowing and I was left with no one to share it with except the one teacher at Lily Primary School, Kathy.
Kathy was very welcoming when I went to her to discuss working with her in the classroom. ‘She was very
obliging except when it came to one area, drama! :

Jane looks up and Kathy walks in with a chair and sits next to her

Jane:> Kathy, the technique I would like to share with you is theatre for development. In the workshop the
students shared some of the techniques of theatre for development, I would like to share with you the ideas
behind it. It works something like this. The class researches a topic, maybe something you are presently

~looking at. We then explore and analyse what cqmes up using participatory techniques like image theatre -
you know what we did in the workshop. After that we can put on a play which we could show to the other
classes in the school, to show what we have learnt. I've made a file for you with exercises in it that I’ve

- found useful and I thought that as we work together we could add to the fileS.

Jane grabs file from behind the chair and gives it to Kathy,

Kathy Thank you
She opens the file and briefly glances* at it Iookmg slightly perplexed Looking up. at Jane.
You need to guide me.

Jane: Well we can guide each other as 1 have never taught in formal education before so there is a lot I
need to learn from you. . . .

Kathy: Not convinced Ja. And you know Jane, I try to get the children to research things, I ask them to
bring magazines and they don't, I ask them to look in newspapers and they don't, they are so apathetic.
Maybe it's-the language thing, you know they are second language English speakers

Sighs, there is silence for a while.
But really, I can't do drama, I have no experience.
Jane: But Kathy neither have I, that is why it would be great if we could work together and look at differ-
ent ways together.

a

3 This interview took place on the 2gth Februa'ry 1997 with a Principal while doing my situational Analysis.

4 See Appendix C pp 134. 1 wrote two introductory letters to principals of Grahamstown. The first one reveals all my
ambitions for the project, the second one is more reserved and was written after my first interview with the pnnclpal
mentioned above.

5 Dialogue is based on my second meeting with Cathy 2gth August 1997.

6 see Appendix D pp 136, for what | put in the file. It was-an assortment of exercises | had collected as

-well as an explanation of image theatre,

89




Jane looks at audience - '

You see even though I was very disappointed I had this vision that I would form a relationship with Kathy
- and we would work together trying out all sorts of things. And eventually come up with this play.
Kathy taps Jane on the shoulder

Kathy: No really I can't, you-get certain types of people who can do drama and some that can't. I really
can't, but you do it.

Jane: Looking down Okay maybe I can do it myself the first time and you can critique me afterwards and
we can talk about the reasons why you feel you can't do the same thing yourself’. Maybe the second time
we can do something together. '

Kathy: Looking surprised Second time?

Jane: Well I thought I could work with you on a regular basis for a while and we could develop that play.

Kathy: Well Jane we'll have to see. I have to get through the curriculum and I don't want to fall behind.
I've got two evaluations to do this term and I've only done one so far. :

Jane: But I thought you go at the pace of the learner® so there is not such a pressure to get everything done.

Kathy: Yes, but we need to finish the syllabus so that ‘when the child goes into the next class they know
what they need to know otherwise the teacher will complain that I did not prepare them.

Jane: Oh okay, but maybe the drama can be used to help with the syllabus, we can look how we can teach
environmental education within other subjects. What would you like to work on?

Kathy: Well Jane, maybe you can work with them during the E11v1ronmental Studies class.
Jane nods. :

Jane: What are you doing right now?
Kathy:‘,WeH I've just done mammals and I'm moving on to looking at birds.
Jane: Great, maybe we can look at birds.

Kathy: Not very enthusiastic. I suppose so.
Jane does not pick up her hesitation and jumps in with ideas.

Jane: Okay, I mean we could find out what information the children know already with image theatre or
role-play and then we maybe can look at why we need birds. . .

Silence, Kathy nods her head slowly. '

What do you usually do, do you look at the parts of the bird?

Kathy: Said forcefully. Well I usually get one of the boys to bring in a pet bird and we look at it.

Jane starts picking up Kathy's resistance but still plows away with ideas.

7 This approach was suggested to me by Ursula van Harmelen, 1997, after | approached her in a panic because
‘Cathy didn't want to try drama at all. Ursula van Harmelen, August 1997. Personal Communication.

8 Although Outcomes Based Education were not being formally practiced yet, Lily Primary was already applying the
principals of OBE by adopting participatory learning as weli as continuous evaluation. They also, according

to Mrs Meersig, tried to go at the pace of the learner with the lower classes rather than pushing them to reach

a certain standard. This information is based on the interview | had with Mrs Meersig right at the beglnnmg of

my research when | was doing the situational analysis. 3 March 1997. 90



Jane: Okay. I like that idea, maybe we can look at the bird to find out what the children already know and
then we can add more information through some games - I've got loads of books full of games...

Jane looks up at Kathy and notices that she is not looking very happy.

Well what do you think?

Kathy: I think you should do mammals.

Jane is silent for a whi)e.

Jane: You've already done mammals with them yourself, hey?
Kathy: Yes. |

Jane: Oh!
Silent for a while.
Okay we can do mammals. . What does the syllabus say they have to know?

Kathy: The sounds thcy make, where they are from, what we use them for, how they live?

Jane: .Shocked In one thlrty minute lesson?
Kathy nods
Okay well have you got any ideas?

Kathy: No really Jane, you just do it. T can't think about these things. Persuasive. You think of something.
- Jane: Sighing. Okay, but what about the ideas the students shared with you at the workshop.

Kathy: You know Jane, we go to so many workshops these days and each one is telling me to do a differ-
ent thing and use a different way and all of them are expecting more work. We need practical ex.amples of
things. You can give me an idea about how to uise drama.

Jane looks down, looking disappointed, then looks up at Kathy and slowly nods her head. -Kathy smiles
and gets up and walks off stage with her chair. Jane gets up from the chair and walks towards audience.

Jane: So you see, I realised that I wag not going to get very far with the whole process of theatre for devel-
opment as it was not something that can happen in a half an hour class on mammals. Kathy not wanting to
do drama again, pointed to problems with the workshop which was supposed to give teachers the confi-
dence to use the exercises shared with them. The workshop did not seem to give Kathy this confidence.
Her comment about other workshops was also telling. Are most workshops for teachers-like the one that
the students ran, which tell the teachers what they should be doing without involving them and respecting
their knowledge? But also teachers are only wanting "practical examples" as if they don't want to deal with
the concepts behind the practice. Kathy explained to me that a good workshop she had been to was a
workshop which basically gave the teachers a lesson plan for life skills. For me, a workshop like that
would create a dependence that teachers are being asked to leave behind. But at the same time, thg work-
shop that the students and I ran did not deal with the concepts or the examples adequately as Kathy felt she
could not use the techniques and still viewed drama as something only experts could do.

Jane shrugs her shoulders

And from Kathy's perspective most workshops that she has been to have not been very useful to her. So
here I am faced with Kathy's reluctance to be-involved with the project. 1 am also faced with having to
take a Standard One class in Environmental Studies using drama, something I had never done before,
although I had worked with young children using puppets. I considering cancelling the whole idea of work-
ing with Kathy, but then Zaru appeared out of nowhere and handed me a newspaper cutting of a

Namibian game played by small children (see below). The game works like this: one child acts

out an animal without using words. The other children respond to his/her actions by making the 91
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noise of the animal. Well I thought this is not exactly cntically looking at environmental issues .or theatre

* for development but I have to start somewhere. For myself and the project. Boy was I nervous, those chil-
dren were the jury who would pass the verdict on my deeply cherished dreams.

Curtain down

END OF SCENE 1

Traditional Namibian Game - from The Sunday ]ndependeht 1997

. :‘gg“ o Tl et ¥ T % ” . - - . ‘.
Chuldren play a traditional gante at fAqrizalt in Natihia. Dancing ina circle, one parber mimics an ainad amd the other resi
sidelines, watching and laughing B i

s, kg annal poises. Those too young fo play sit on
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cene 2.

Set: A classroom with chairs, a desks and a blackboard, ‘ N
Jane walks on to the stage. '

Jane:"So this is where I have to perform. Now that it has come to it I'm quite excited. 7o the audience.
Please use your imaginations here. The adults that are about to come onto the stage are actually young
children in Standard One®. Ah here they come.

Kathy walks in with actors dressed up in school uniforms who take their seats in the desks as if a jury were
re-entering a court room.

Kathy: 7o Jane You ready?
Jane: 1 suppose so.

Kathy: Class this is Jane and she is going to take our class today. Say good morning to her.
Class stands up

All: Good moming Jané.

Jane: Slightly uncomfortable Uhh, howzit, umm good morning class.

Kathy: In a warning tone Class, | want you to be-good for Jane, do you hear me?
Class: In chorus Yes, miss.

Kathy: Okay Jane. Kathy moves off to the side of the classroom making it clear with her body language
that she does not want to be involved.

Jane: Howzit everyone.
Some of the class: Hi.

Jane: Today I'm going to introduce you to someone who is going to'he‘lp us learn about animals but before
I do I want you to promise me something. If you don't understand what I am saying please put up your
hand and I will explain it again, can we do that? - ’

Some of the class nod their heads some say yes.

Kathy moves from her place by the side of the classroom and talks to the class.

Kathy: In a loud voice. Class If you don't understand the teacher you must put up your hand okay.
Jane looks at Kathy, slightly taken aback and then looks back at the class.

Class: In chorus Yes.

Jane: Okéy I am going to introduce you to an old woman who is going to help us learn about animals.

9 This scene is based on two lessons | taught to the Kathy's Standard One class in Grahamstown on 29
August and 4 September 1997. The dialogue is based on notes | made straight after the lesson and discus-
sions with Kathy. ” . ' ’ 93




Jane looks around.

I hear her coming.

Jane turns around and shakes out her hair and puts an old blanket around herself. She turns back to the
class. -
Hello children.

Class: Laughing. Hi.

~ Jane: We are going to play a game about animals today but before we do we need to agree on three simple
rules. The first rule is listen, not only to me but to each other because we all have something to leam from
each other. Two, respect. What I mean is that we all have different talents and some of us can do some
things and others can do other things. So we need to help our friends when they struggle and let others
help us when we struggle, not to laugh at them but to help them

Can we follow those rules? :

Class: In chorus. Yes.

Jane: Great, the final rule is a fun rule. When I shake this shaker you must freeze and be very silent. Can
we practice that? Move around, make a noise, speak to your frlends
Hesitantly children get up and start talking to each other.

“Jane: Make a lot of noise.
Jane goes over and joins in a conversation between two small girls. She suddenly shakes the shaker and
everyone in the class freezes. :

Jane: Okay that's great. ‘ :
Class unfreeze and sit back in their desks looking forward as if watching something of interest.

Jane moves away from scene and walks fo audience. Don't you think that was a really cool idea (shakes the
shaker). 1thought it was.- Some teachers had been saying to me that they can't control the children with so
many in the class when doing drama. Well why not make controlling the environment fun. I'm really
chuffed with myself. It worked too. Every time things got out of control I just shook it and the children
froze. I think what I had begun to realise was that you don't just run into the classroom with theatre for
development strapped to your back and give it to children and teachers. We have to work step by step. It's
not only the teachers that are afraid of using dramatic participation, it is the children too. Even at Standard
One, the education system had been successful enough to make these children think uniformly and hesitate
‘when asked their own opinion. What I did from here was the little Namibian game. It seemed to work
really well, the class was split up and amongst themselves they had to come up with an animal they wanted
to act out. Then each group took a tum and the rest of the class tried to guess what the animal was. When
- they thought they knew they made the sound of the animal. Something -amazing happened dunng the
process though. .

Jane walks over to the class. Everyone is in the same position, class seated. Kathy is on the outskiris of
the classroom watching. The groups start talking. Jane goes over to the first group and starts talking fo
them and asking them what they want to do and asking them questions about the animal they have chosen
which is a cow, while she is doing that Kathy watches for a while and then slowly walks over to the second
group and staris talking to them. Jane is about to leave her group to see to the second group when she
looks up to see Kathy, acting like a cat and all of the group following her, she does it really well. Jane
waiches for a few seconds then turns back to the first group and continues to work with them. Then looks
up to the audience and walks over fo them.

Jane: Can't act, my foot. Pointing to Kathy. What was she doing there?
As she points the class freezes. Jane is in_front of the curtain and continues talking to the audi-
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So the class acted out their animals to each other It was great fun for everyone. When the class guessed
what animal it was I spent some time asking them how they knew it was that animal. So we explored
things like cows chew in a funny way, why because they eat grass, which turns into milk etc. I was excited
when I finished the class, the children had responded and most exciting of all Kathy moved in and started
taking part, I was sorry that I could only work with her this one time. But surprise, surprise, I received a
phone call from her saying she would like me to come in again. I was very excited. She still did not want
to help me organise it, or be part of the'drama, but hey it was an opportunity I was not going to tum down.
Unfortunately I was a bit too ambitious this time, I tried to get the children to put together a play about a
tree growing from a seed to a huge tree. We did it outside and the children were so excited about being
outside during school hours and playing around with drama that it did not matter how much 1 shook the
shaker; I could not hold their attention. So, I leamnt not to leap but to walk one step at a time. Kathy
worked with me with the children from the start-and seemed to enjoy the chaos although she apologised to
me afterwards for the behaviour of her class. Unfortunately though, Kathy was not too keen to have me
back in the classroom as, according to the curriculum I had not covered flowers and butterflies in that les-
son which I needed to do. This meant she would have to cover it in the next lesson which would put her
behind. She didn't blame me for this as she had not made it clear to me what was in the curriculum. Our
communication was not always very good. We were both too polite and each of us struggled to make our-
selves understood by the other. It definitely was not a language problem but rather we did not quite know
were we stood with each other. We needed time to get to know one another. I was also very aware of not
trying to dominate situations which led me to not give clear indications of what I was trying to do. I also

- felt T had to be very careful about what I said as this was the only teacher that had agreed to work with me
and I felt I could not afford to lose this chance.

Kathy unfreezes and walks over to Jane

Kathy: It was only the second time we did it and if we try it more. Shakes her head. But we won't be able
to. I'm just thinking of all the other work I've still go to do with them.

She goes back do the classroom and everyone stands up and walks off in single file. Just before Kathy
leaves the stage she turns around and waves at Jane. Jane watches them go.

~ Jane: Still T went back to interview!0 her hoping to convince her to try again. 1 asked Kathy about the
lessons I had given and if she had any advice for me. Mainly her advice was around controlling the chil-
dren, like using group leaders, using the class to help with the control. I mean without co-operation it is bit
difficult to give forty children your attention. She laughed when I told her she was acting fine during the
Namibian game. “Yes, I can use these techniques,” she said, “maybe not like you, but in my own simple
way | can. It's difficult with forty kids though, I used to have a class of twenty-five and I could do all sorts
of thmgs with them, like when they read 1 would get them to act out their characters.” We were coming to
the end of the interview, it was after school hours and Kathy wanted to go. I felt a reluctance to leave as it
seemed a relationship was about to start and already it was over. I asked her if she would be interested in
helping me write this part of the research. No you do it, she said. At least read it I said. -No, just do it she
said. Before I left she said, Jane, maybe in another lcsson maybe in an oral lesson we can try this again.
Yippee I thought, when I thought?

Outside voice: TIME.
Jane looks around bewildered.
Jane: Wait I have not finished.

Outside voice: TIME, I SAID TIME, TIME'S UP get it?

10 This scene is based on two lessons | taught to the Kathy's Standard One class in Grahamstown on 29 August and 8
September 1997. The dialogue is based on notes | made straight after the lesson and discussions with
Kathy. This information is based on an audio taped interview | had with Kathy after the two lessons | had

given, 11t September 1997
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Outside voice: TIME, I SAID TIME, TIME'S UP get it?

Jane: Shut up, this is my research.

Outside voice: Sorry.
Lights start dimming.

Jane: Wait, I've maybe got a chance to continue this.

Outside voice: I'm sorry, maybe next year, maybe another degree, another project. It is someone else's
tumn now. Good night. .

t
Jane: You can't...
Lights off. Start playing theme music - Shibobo- T. KZee.

Jane: Jane's voice shouts over the music Okay, so what now?

Outside voice: What? Tum the music down.
Music gets turned off..

Outside voice: You have to leave the stage. Here grab this torch.

A lit torch is rolled across the floor towards Jane.

Jane: Thanks

Beam of light comes on and starts moving oﬁ‘ stage As soon as it is gone music starts up agqin and cur-

tain comes down.

END OF SCENE 2.
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NAYY:
In - Sight
on Channel 5

... from the'art-n_laki‘ng experience something new is under-
stood or something is newly understood. :

- Bolton quoted in Abah!




cene 1.

FELICITY'S CELEBRATED CEREAL
A Breakfast Show with a Crunch

Set: Very good light, with couches and a coﬁ’ee table with ﬂowerv as well as a jug full of orange ]uzce and
glmse

N

Cue music - Something New: Count Basie.

Felicity is seated in one of the chairs dressed in a summer dress, her hair is down and she looks very
relaxed and calm. Quite different from her challenging self the night before. Jane is sitting next to her.
She is no longer in her white clothes but is in a summer dress like Felicity, she is sipping on orange juice.

Felicity: To the audience. Good morning viewers. Keeping with the theme of Environmental Week and
my personal theme of environmental education research, I am going to be interviewing Jane Burt about her -
research. She undertook to look at ways in which theatre for development could be used for environmental
education in the classroom. Her focus was on lower primary school. She held a workshop for lower pri-
mary school teachers which was run by the Educational Drama and Theatre students from Rhodes
University. This workshop was not necessarily successful but Jane and the students learnt a lot from it. We
revisited the workshop and what happened on my show, Behind the Scenes with Felicity, earlier this week.
After the workshop Jane briefly worked with a teacher from one of the schools. Today I have invited Jane
here to share with us what she has learnt from the research and what she thinks her research has to offer the
environmental education community. I will also be exploring with her how she went about domg her
research and how she found the methods that she used.

Turning to Jane. :

Jane, why did you decide to research theatre for development as a methodology for environmental educa—
tion within school?

Jane: Well Felicity, I had had a few brief experiences with dramatic techniques such as puppetry with
young children and really felt how much they enjoyed. active learning processes. What I struggled with
was that drama was usually used, by the groups I worked with, as a way of informing the children rather
than encourating them to explore facts and issues which is what I thought was needed in environmental
education, even in lower prlmary school.

Felicity: Why particularly environmental education Jane?

Jane: Well environmental topics or issues are usually very complex so it is not enough just to teach the
facts but it is also important to encourage children to become critical citizens who can make decisions when
faced with complex problems2 It is surprising how many people bécome disempowered by the complexity
of environmental issues?. For example if we take responsible consumption. Do we buy milk in glass bot-
tles or in plastic contamers? The glass is easier to recycle but the extra fuel it takes to deliver recycled
glass bottles leads to more carbon monoxide being put into the atmosphere. So does the process of recy-

1Bolton 1995 (quoted in Abah, O.S. 1995) -

2 3ee Courtenay-Hall’s response to Micheal Senera's paper callmg for Enwronmental Education to be more
factually based. Courtenay-Hall, P. 1998. :
Senera, M. 1998,

3 see Gough, N. 1996. ' 98




cling glass add to more pollutants going into the environment? Plastic weighs less and can be transported

easily with less carbon monoxide being pumped into the atmosphere. But plastic does not bio-degrade4.

Basically what I am trying to point out is that environmental decisions are not easy to make. We need to be
careful that our youth do not become overwhelmed by information and are unable to make critical choices.

Felicity: Okay I see what you mean. And why theatre for development instead of any other approach to
drama? .

Jane: Theatre for development has a particular approach to education and development. Instead of just
passing on an informative message, theatre for developmenttechniques such as image theatre,- forum the-
atre and improvisational role-play are aimed at using drama as an empowering process. It aims at encour-
aging people to look at their problems critically. This is what I felt was missing in the creative techniques
I had been using until I started the masters degree. I used puppetry to get children to leam facts or give a

~ message but not to critically engage with those facts and messages, This is what I wanted to explere.
Felicity: Don't you think you were working with children that were too young for this? I can imagine this
kind of theatre with older cluldren but ages six to eight? That is a bit young to expect critical thinking don't
you think? .

Jane: Maybe, my research did not proceed far enough to really explore whether theatre for development is
too complex for young children. I still believe that critical thinking should be encouraged whatever your
age. But theatre for development is not only critical. It also looks to empower people usually by encourag-
ing them to respect their local knowledge as a starting point for exploration. This is a principle that is
recognised in Curriculum 2005, respecting the learners own knowledge>. This is another reason why 1
wanted to explore using theatre for development. Theatre for development also respects the art forms of
local people and tries to use them in putting together a dramatic production. This is an outcome in the
Leamning area of Arts and Culture. As environmental education is to be a phase organiser across all leam-
iig areas®, I thought that environmental drama using theatre for development ideas would really fit well,
into this specific learnmg area. Agam though my research did not really explore how this could happen as
_ 1t set out to do.

Felicity: Why did you not fulfil what you set out to do?

Jane: [ was very ambitious. I thought things would happen much faster than they did. I also underestimat-
ed how difficult it would be for all of the participants including me to adjust to the new system of educa-
tion. We all struggled with our very new roles and we needed to clarify these and incorporate the theories
behind the change into our way of acting and being as teachers, students and researchers. I also ended up
working with a teacher that, in the beginning did not want to work with me, although I'feel that she was
quite keen towards the end of my research. Time was also a factor. There was a more subtle reason too.
After the workshop that went, not exactly according to plan, as you know, my energy of involvement really
took a shaking, my ideas were challenged and I struggled to come to terms with what had happened at the
workshop. My basic assumptions had been challenged and my ideals of theatre for development seemed to
be a far way off from being achievable.

s_g s .
Felicity: You seem to be telling s that research is not plain sailing.

Jane: That's for sure.

4 This was a conversation | had with a friend while talking about green buying. He argued that it is not as easy as we
think and that we have to consider more than just the mark saying it is recycled. In Germany, his home country, there
are so many conflicting opinions that no one really knows what choices to make. Binder, M. September 1998.
Personal Communication.

3 Lotz, H & Janse van Rensburg, E. 1997.
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Felicity and Jane laugh

~ Felicity: Jane tell us, how did you go about doing your research? Where were you coming from?
Jane: You mean what theoretical stance I was taking?

Felicity: Yes that, but also what were the practical decisions you had to take with regards to research tech-
niques used.  Could you also share with us what you leamt from those techniques?

Jane: Okay, this is always a difficult thing to answer as my approach to research and to education is influ-
. enced by so many voices and changing perspectives that it is hard to pin them down and give them a name.
I suppose in relation to a research framework I could say that I am working within a post-positivistic/post-
- modem era. Which means to me that the lens I choose to view the world through are tinted with the multi-
colours of the post-modem.

Fehclty Could you invite our audience to try on those lenses so we can attempt to see your view of what
happened in your research with you?

Jane: Sure, most of my friends become frightened by the word “post-modermn”, feeling it is something -
unknown and not easy to understand. I think this is, in some ways an unnecessary fear as the post-modem
is so linked to what we all know so well, being modemism. We can't escape it. The word post-modem
shows how we are still linked through the umbilical cord of Modemism. The post-modem is a reflection
and a challenge to Modemism. So in research processes post-modern perspectives involve a questioning of
dominant forms of meaning, discourse and frameworks’. This was my research intention from the outset of
my thesis. I questioned the dominant forms of education. I questioned the notion that environmental prob-
~ lems can only be solved or addressed by experts. I questioned conventional ways of writing up research and
[ saw accessing creativity as a way in which we could begin challenging these set ideologies as well as a
way of embracing change and new perspectives and revisiting the old.

Felicity: Why do you see creativity as linking up with post-modemism?

Jane: 1 am not saying that modemistic ideas are not creative. Modemism was after all a great break from
the past. If you consider Modern Architecture for example which designed buildings like nothing else that
had been built before. Think of the magnificence of those huge sky-scrapers. No one had seen anything
like it8. What Modemism did do though was set itself up as the new way, This change in itself scemed to
stifle any other form of change. By using the word "modemism" to describe an approach to life that people
"had at the time, has already caught "post-modem perspectives” in the trap. What is after the modem?
Modem represents the present. The Classicists were modem too in their time but they did not view their
lens as modern. Only in this era have we been arrogant enough to call our viewpoint modemn. With this

" language problem in mind, we can't go backwards, we can't go forwards as there is no forward, nothing to

progress towards, to become more modem. We definitely do not want to always remain the same. So the
only option left to us is to go beyond and to go beyond for me, means to re-visit the past and the future,.
and hopefully arrive at the present.

Felicity: Phew, this all sounds very mterestmg but we need to stay focused on your research .
How does this influence your approach to research'?

Jane: Okay, my underlying assumption about the failure of positivism and scientism to adequately address
environmental problems?, my search for something beyond the bottom line and my understanding that all
situations, meanings and environments can be read as text which have been constructed according to power

7 Lather, P. 1991; Stronach,|. & Maclure, M. 1997.
8 Honour, H. & Fleming, J. 1995. pp 798-805. :
9 Lather, P. 1991, Beck, U. 1992. Ch7. : ' 100




. structures and social interactions, language being one of these structures!?. My underlying assumptions
about research are that it should in some way give a voice to people who are silenced, it should critically
unearth meaning and search beneath the bottom line of value systems!!, it should be a leaming process.

Theatre for me, and specifically the ideals behind theatre for development, is a leaming process which
shared a lot of my theoretical ideals. My ideas of theatre and art are that it has a history of challenging
boundaries and pushing the limits of set assumptions. This is not to say it cannot be used to manipulate,
western theatre in Africa has definitely been used in this way!2. Art and creativity is for me a search for
change and new perspectives. Jung believed that creativity existed on two levels!3. The first is an explo-
ration of personal unconsciousness and the second is a link to the collective unconscious, an expression of”
the images of what it is to be human that is present in all of us through the long histories of time!4. Yes, I
do believe that creativity does allow us to explore the unknown, but this unknown is not only the uncon-
scious, it is the "new" and the different (educators need to encourage students to search for different ways
of dealing with environmental problems). Some people feel that art has reached it's death, that post-modem
art only depicts the old in new forms. But isn't that a move into the new, looking at the old with new eyes
and seeing different perspectives. This changes the old into somcthmg else. But I'm getting far too carried
away again.

Felicity: Yes, let us get specific. Within all this theory, what were the methods that you set out to use?

Jane: Well this was the difficult part. It's fine to talk about research perspectives but it is in doing research
- that these perspectives really get challenged. For me this is a good thing, you can't have theory which is
divorced from practice. Theory and practice should influence each other!3. The approach I adopted was,
as I said, post-positivism, which adheres to the assumption that ways of knowing are culturally bound and
‘based on peoples’ perspectives of their world!6. These research assumptions lean towards an action
research approach which view the participants of the research, that is Kathy, the teachers and the drama stu-
dents, as fellow researchers. This also fitted in with the methodology of theatre for development as it runs
in a cycle of action and reflection!”.

Felicity: Okay, it's still sounding idealistic, how was it in reality?'

Jane: Extremely difficult. Participation can't be forced and yet can action research gxist without it. This
shows itself in the work I did with Kathy, she really did not want to be part of the process. Also with the
students, we were all involved in putting together the workshop but things like my feelings of inadequacy
with regards to drama stopped me contributing with all that I had to offer. Even though the' workshop was
put together in a participatory way and the workshop itself was supposed to be participatory, we all fell into
our designated roles of teacher, student, and researcher as if we had never heard of the word - participation.

Felicity: Yes but if you say action research is action and reflection why didn't you reflect on the mistakes
and then see how things could change?

Jane: Oh that happened in many ways. The students, with Rob, spent a long time reflecting on the work-

10 Horrock, C & Jevtic, Z. 1997.
11 Gough, N. 1998. See also Lather, P 1991.

12 “On the one hand art is affirmed to be pure contemp|atzon and on the other hand, it is considered to present always
a vision of the world in transformation and therefore is inevitably political insofar as'it shows the means of carrying out
that transformation or of delayingit. (p 1) Boal, A. 1979. See also Mlama, PM. 1991.

13 Jung, C.G. 1930. The Spiritin Man, Art and Literature.

14 Jung, C.G. 1930. The Archetypes & the Collective Unconscious.

15 Lather, P. 1986. '

16 Lather, 1991.

17 Abah, 0:S. 1996. i ' 101




shop sometimes with me, sometimes alone - I held a post-workshop focus group discussion!® with some
teachers where we reflected on what happened and Kathy and I constantly reflécted on what we were
doing. But most of all this thesis could be seen as a reflection of the whole process and the end of the first
cycle. Whatever 1 leamt through this research process will give me insight into the next time [ work in a
smular situation.

Felicity: But the research is over now?

Jane: Yes this part of it which is called a masters is over, but the work I plan to do will continue and will
be much richer because of this process. A lot of things have already come out of the research such as...

Felicity: Well let's re-visit them one by one shall we. The themes you chose to focus on included, the way
in which all the participants in your research had certain ideas about the new roles they would like to play
within environmental and drama education and yet when faced with a "real life" situation they took on old
roles. You also looked at how these old roles are linked to the performance of environmental education and
drama instead of a process. Let’s look at the first theme fjrst, that people take on old roles even though
they wish to act out new roles. We saw it happen during your research. You struggled to-be the participa-
tory, active researcher you set out to be, the students struggled.to share their ideas of drama with the teach-
ers and instead returned to old patterns of education, the teachers accepted their role as students and did not
challenge the drama students with knowledge of their own, instead a comment was made after the work-
shop that they are just students’ after all so how can we expect it to be any different. What influence does
this have on environmental education and drama? -

Jane: Well first of all it says to me that theory and practice still exist in two quite separate worlds. This is
apparent with regards to the way in which I took up the old role of researcher in the workshop instead of
being able to act out my ideals of a researcher who is actively involved with the process and admits their
assumptions from the beginning. Also the students’ ideals of educational drama and the way in which they
shared the techniques were in contradiction to each other. This could be because education at the Drama
department teaches predominately Western forms of drama. So even though the students are learning the
theory of educational drama they are not getting enough exposure to the art forms of African theatre which
are more process-based. The EDT course is more geared towards African approaches to theatre but this is
just one course, that students can take most other courses are predominately looking at Western forms of
theatre. :

*

Felicity: Interesting, but what about the participatory approaches they did use?

Jane: I think that this is one of the most dangerous things to come out of my thesis and one of the main
reasons for why we were all continually reciting the lines of what we viewed as defunct approaches to envi-

- onmental education and drama. The script of this research followed participatory techniques but were the
roles of how to participate really understood. On the surface everything that happened in the workshop
looks fine and we can easily blame the difficulties the students had with their roles as lack of experience.
But for me what it says below this bottom line is that what participation means needs to be understood on a
deeper level. We can talk about the theory and we can use the techniques and still we can be functioning
within a top-down, product-based approach to education, as happened in the workshop and in most of the
research. What we need to look into is not just talking and doing process-based, participatory, empowering
education but believing it. We need to know the theory, know the techniques but also develop a participato-
ry ethic. I don't mean write a bill of rights for participants but participation and empowerment need to
become part of a view the world and our place in 1t, it must inform our morals and values so that it
becomes an experience of participation. It needs to function as a way of talking, doing, experlencmg and
reflecting on envnronmental education and our approaches to any new techmques :

Felicity: So you are saying that the students and you really wanted to run the workshop in a participatory

18 The focus group was held on the 2"d September 1997, Education Department Rhodes University, 1 02 :
Grahamstown. . .




manner, respecting the knowledge of all participants, but these ideals contradicted the roles you and the stu-
dents had experienced in your experience of education and the values and morals you have been bought up
to believe in that particular situation. But why were you able to have different ideas and different ways of
doing things when you were not in the workshop? You could participate together while working on the plan
of the workshop.

.

Jane: Well morals and values aren't necessarlly the same in all situations. Take war for example, the ethic
of "I must not kill" doesn't apply when at war. Foucault said that no ethic exists without the moral action
which refers to it. He would view an ethic, not as a set of objective principles which a community will fol-
low, but rather a subjective choice on the part of the individual (which will be influenced by social, histori-
cal, pohtlcal and psychological elements) to accept a particular way of conduct in a given situation.
Therefore ethics and ethical living cannot be separated!®.

Felicity: Well if there is no fixed ethic, how does this relate to environmental education?

Jane: Well if peoplé struggle to live out their ideals in situations that call for change, tliis.may be a problem
for environmental education. Environmental education calls for people to make changes towards a more
sustainable and active lifestyle, but the lifestyles that we have been taught to believe in are based on a dif-
ferent model of v1ewmg the world and resources as infinitely available for human consumption. These val-
ues and morals are very strong and have been taught to us through the educational system, the mass media,

~and the ‘govemnment. Can environmental education influence these strongly held values in all areas of a
person's life. For example, someone may be involved in an education programme with a rural community
encouraging them to conserve water as it is a limited resource and yet when they go home they have two
baths a day. If the educator can live with such a paradox without batting an eyelid so can the learner. Also
certain morals and ways of bghaving may be so entrenched in certain situations that the thought of chang- .
ing is not enough to actually encourage change to happen. Just like the students and I, learners may take on
old ways of behavmg _ - .

Felicity: What do you suggest?

Jane: Well, we (the students and I) learnt through action and reflection?®, The workshop was a great leam-
ing experience for everyone who was mvolved as we were able to see how easy it is to take on old roles
instead of living out our assumptions. - :

Felicity: I am sure it was a learning experience but don't you think it was rather a dangerous learning expe-
rience? We could say that all mistreatment of people within educational training is just that.

Jane: I agree with you. We can't have a bunch of students, teachers or researchers running around using
people as experimental learning grounds, espe(:lally if people involved get hurt. But this comes back to the
point I made before, that we need to have more than the ideas, these need to be incorporated into the way
we view our space and our actions. And this is where theatre for development techniques can be really

" useful. These techniques, specifically those developed by Augusto Boal, create a space so people can prac-
tice their way forward against oppressors or oppressive practices, before they actually try it out. Why don't
educators use these same techniques to practice their ideals and assumptions? Theatre pieces could be
developed and reflected on, improvisational role-plays used so that educators can re-look at their behaviour,
their language and see what actions work and doesn’t work. Teachers and educators can practice their new.
roles and see when these roles are meffective or difficult to do.

Felicity: I see what you are getting at. In a way you are saymg that educators must first educate themselves
and first go through the change that they are expecting others to go through

19 Foucautt, M‘, 1983. - : |
20 \Wals, A 1994, . , . S 103




Jane: Yes, also environmental education is challenging, as was the workshop, so we need to be able to edu-
cate learners from a position we believe in and practice. 'This relates to another reason why I think the stu-
dents and I struggled with our new roles, we had no role-imodels. The only yole-models we had were those
which went against our new theoretical ideals. For example the researcher who observes and records
everything meticulously so that they have a good record of data, this was the typical role-model I had come
across in my brief involvement in research. The students also had not had much experience of alternative
appr\aches to teachmg

Felicity: So are you saying we need more role-models, are there any?

Jane: There are people who are struggling to find a new way of doing things. I for one found inspiration
from many different people in many different ways. But all of my role-models still struggle very hard to
continually challenge taditionalist ways of research, education, and environmental education and to live out
their own theories. I really celebrate their efforts as they encourage me to continue trying.

I think that environmental educators in particular need to'see themselves as role-models for leamers, be
these school children or adult learners. We need to try and incorporate our theories into our everyday lives,
not just keep them for the classroom.or the university. This is difficult as different situations elicit different
learned behaviour. Also life-styles are quite different and one environmental ethic may not apply across
life-styles. For example, moving towards self-sustainability by growing one's own food is quite attainable
for someone living on a large piece of land but for someone m an urban environment, living in a flat, this
kind of behaviour is net achievable.

Felicity: But isn't there a danger of role-models béing viewed as experts?

Jane: When I talk about role-models I don't mean someone who knows everything but rather someone who
attempts to change. For example within the field of research, instead of masters students setting off to do a
research project alone they could work with someone who has already had some sort of experience in the
field and work in collaboration with them. Also why do masters students work alone, surely it would be
better if a group of students worked together on a project, thus leaming from and supporting each other.

Felicity: I hear what you are saying but I'm still ndt convinced. What if it is the newness of the situation
that provokes new leaming and change? I mean would we be discussing this difficulty of changing roles if
you and the students hadn't experienced it.

Jane: Felicity you're also ﬁght, I’m just making altemative suggestions which could be tried out.

. Felicity: Of course. How does all this relate to your second theme about process versus performance envi-
ronmental educatlon and theatre?

Jane: Consider the student's approach to drama. Yes, the workshop was about the process of drama and
education but they tried to put on the perfect performance of a workshop, of a teacher, of an improvisation-
al role-play. They lost sight of the learning 'process in the light of getting the workshop right and following
the program through. I see this as linked to our battle with roles. The roles we take on are those of perfor-
mance?!, product based educators and students. One of the reasons for this is modemism which has only
looked for one way of doing things and our educations system has scripted the lines for this way of viewing
the world so well that it is difficult to learn the new script. This was emphasised with the students' and my
* obsession with the content of the workshop. I wanted to collect data to wotk towards a product of research.
The students started teaching their view of environmental education rather than dialoguing about the tech-
niques. :

Felicity: It is hard.

21 Usher, R Bryant, . Johnston, R. 1996. - : 104




Jane: It is very hard to let go of the end product, it felt like I was jumping off a cliff and Hoping that my
parachute would open up. It is very difficult to accept that there is no ending to a play or no one solution to
problems, or one way to run a workshop, or one way to teach. We have been educated largely to look for
single answers and it is very difficult to accept that we may not find one, but many. This is something that
environmental educators have to face, that the answers they believe in may not be the only ones or even the
rlght" ones. Their perspectlves of problems may not be seen as important by the people they work with.

Fellclty And what is the answer to that... a vote?

Jane: What? A perfect performance! Well I'd rather settle on a negotiation of meaning and finally a con-
sensus open to challenge.. A longer more difficult process but a far more rewarding and engaging one.
Also if we consider the complexity of environmental problems we can't just go about enforcing ane way of
doing things but need to negotiate a way forward that will benefit all of us including the environment.
Negotiating meaning also means that our understanding of a situation will be far richer and our decisions
more informed. And it is important to leave all environmental decisions open to challenge as what may be
the answer to a problem today could be the cause of a problem tomorrow. The only thing we cah be sure
will- remain constant is that there will be change and to be open to challenging old ways of thinking with
regards to the environment and education is essential if we'are not to get stuck in old habits and old roles.

~

Felicity: What else has come out of your thesis besides what is normally talked about, that is, the results?

Jane: Gee, Felicity. I don't know were to start. Personally working on my thesis has given me the confi-
dence to express and share my own ideas and to not be afraid of challenging myself and others. It has also
helped me discover my own creativity through the help of the other masters students and my interaction
with the drama department. Out of what I have learnt from this thesis, 1 have formed a partnership with
Ralph Berold called Real Life Projects which looks at social angd environmental issues. We still can't make
a living out of what we do but the learning process that I have begun with this thesis continues through the
work that we do. I have been trying to encourage and network with other environmental educators who use
the arts and will be attempting to start an arts educators network for environmental educators next year. 1
am alsq going to look into developing a resource with the teachers involved in this project about our experi-
ence: Our (being Real Life Projects) collaboration with the Drama department and Rhodes University will
-continue as we will be working with them, as well as, The Masande Players, a local Popular Theatre Group,
on putting together an interactive play on a local environmental issue. This of course all depends on
whether or not we can get the financial support. This thesis has been the spark that has set a whole lot of
thinking and ways of doing into motion that will influence the way m which I work. '

Felicity: Well Jane, we are coming to the end of our program, but I would like to ask you one more ques-
tion. What are your recommendations with regards to using drama for environmental educatlon within
schools? .

Jane: Creativity i$ change, we need to encourage it. With regards to drama, I think it has great potential
~but it is not a magic tool. For me we need to first be in touch with our own creativity before we can ask
others to be creative. I also think that drama really can be used as a way of practising our assumptions and
new ideas rather than as a tool for the teaching of content. Teachers can use drama as a way of getting to
understand the assumptions behind the new teaching techniques, pupils can use it to practice environmen-
tally sound behaviour in different situations. ' .

With regards to the 'leaining area of arts and culture, I still believe theafrf; for development can be very use-
ful to teachers but this has to be explored more.

Finally, from'my experience and the students’ experience, it was the process of researching and doing that
we leamt the most so I would encourage all teaching and leaming. to follow a similar path of

action and reflection and to try and honour the experience of leaming and everyone's potential
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Fehclty Well that's it for the breakfast show today: 1 hope all you viewers have a wonderful day full of
sunshine and creative energy. Thank you Jane.

Cue music. Something New: Count Basie.
Felicity turns to talk to Jane and curtain goes down.

END OF SCENE 1

2. BACKSTAGE WITH FELICITY:

Set: Low lighting, tasteful chairs and decor. A pitcher of wine on the table with crystal glasses. Felicity is
sitting in one of the chairs dressed in a long black evening gown, her hair is piled up on top of her head,
she is wearing heavy make -up. Jane and Eureta are sitting next to her also wearing ebening drefsev and
/oolang smart. . ‘

Felicity: Looking at the camera. Good evening and welcome to Backstage with Felicity, our late-night pro- .
gramme for the arts connoisseur. By now you should know that Channel 5 has been giving extensive cov-
erage to Environmental Week. Backstage is no exception, and tonight we take a look behind the play and
research we have been covering throughout the past week - "Dramatic Leaming" by Jane Burt and partici-
pants. Earlier on in “Behind the Scenes with Felicity” we covered the news of the project's workshop out-
comes, with inputs from both our reporter on the scene and an educational specialist. In the “Breakfast
Cereal”, we talked to Ms Burt about her experience of her research and what this experience can offer other
educators and researchers, and we have with us, furning to her guests, both the director and play-write, and
the assistant director Eureta Janse van Rensburg.

“Good evening ladies. Jane, "Dramatic Leaming" is your debut, both as a researcher and as director. You
have been quoted as-saying that the process of research has been far more than the ‘ficldwork' you and the
other participants conducted. Would you say there is a lot-more to research than those of us outside the
academy tend to see?

Jane: Well, Felicity. My questioning of the research process has been happening for quite a while, since
the workshop in fact and it was one of the major stumbling blocks in starting to write my research up. 1
kept asking myself the question what is this for? I still ask myself that question and the answers are varied.
Often I start doubting myself, feeling that this research is not really about much and the only one that has
got anything out of it is me. Often I keep thinking that I could have written this research up in any number
of ways and each .one would have been different?? so sometimes I think what difference does it really
make. Ikept moving in and out of this angst state until I met with my associate director, Eureta while I
was in the process of re-writing this thesis and something she said really helped me to see some sort of
meaning in all of thlS :

Felicity: It’s nice not to work alone.

Jane: Yes. Anyway she said two things to me, one that, the examiners are not looking for ground breaking

22 Act 6 Scene 2 was co-authored by Eureta Janse van Rensburg, my supervisor and co-director.

23 Lotz in her PhD thesis, acknowledges that in each research project there can be muitiple endings and
that our reports can only be a representation of one particular perspective of the research process. Further
meanings remain possible other possibte journeys. Lotz, H. B. 1996. pp 283-286
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theories but rather a reflection on what I have leamt about research. Secondly that some of my doubts
about research may be related to the widely held belicf that research is supposed to accomplish something,
have some product at the end of it w1t11 which to make a difference to the world.

Felicity: Eureta, apparently this is something you addressed i in your own most well-known production, your
PhD thesis24?

Eureta: Yes, my research did illustrate that most of us hold a strong ‘instrumentalist view of research - we
wish to produce knowledge that can be applied directly in some form of remedial Social action, or that
would bring about a positive change in a situation. The thesis you refer to suggests that these modemist
ideals about the role of research are very often frustrated. In my own experience and observation of acade- -
mic research, the process of doing research and the leaming of the research participants are what relate
most closely to change and development - not the results for ‘dissemination'.

For example, whén Jane was researching the workshop, she knew theoretically, that positivistic assump-
tions about research were inappropriate in the context?3, yet, clutching a tape recorder and removing herself
from the action, she lived up to a socialised idea of a researcher - someone who collects data without inter-
fering with the process. Within the research she started to reflect on that experience of having one set of
‘ideas about what appropriate research is and then falling back on a rejected set of habits - and this provided
her with a rich leaming opportunity which led to her personal development as a researcher and educator.

Felicity: That's quite a shift you are suggesting there. I always expect to read research which gives me
~answers to the research questions.

Eureta: I'm not suggesting that it cannot do so, too, but certainly not in a very direct way. Take for exam-
ple the issue of having one set of ideas and falling back on another - Jane iltluminates this as a key theme in
the play, encouraging others to reflect on and learn from her research experience; thus the research becomes
a process we can all leam from, say in the new curriculum context where one is likely to find a similar
clash in orientations. If one thinks about why the lesson with Kathy did not ‘work’, several possible rea-
sons come to mind- her participation was not entirely voluntary, Jane's ‘intervention' did not fit with
Kathy's programme which involved a strict adherence to a factual content-based syllabus and a large class
size, and theatre for development appears to require ongoing involvement with learners old enough to con-
duct their.own critical investigations around issues of common concemn - rather than lower primary content
lessons. Now outcomes-based education claims to shift the focus from ‘content to cover’ to ‘teaching for
outcomes’ in a variety of ways which draw on local contexts, for example. So theoretically Kathy should
have ‘room’ for educational drama in the new curriculum framework - but this study wams us of the likeli-
hood that with the best intentions in the world, teachers and others negotiating a new curriculum framework
may easily fall back on more familiar roles and scripts. This perspective therefore sheds useful hght on the
EECI curriculum development research project, for example. .
And to bnng notions of ‘utility' and ‘process’ even closer togethqr, I daresay Jane will run her next work-
shop or plan her next educational development endeavour with far greater insight - thus applying her
research-based development as educator to the benefit of her social-professional context.

Felicity: Right. So your emphasis on process as opposed to product does not necessarily reduce the writing
up. of research to simply documenting the leaming experience? :

Jane: Well 1 would not sce that as a simple matter really, for it is in documenting our learning experiences
that we can work towards changing our understanding of both the role of research and of education. I

believe that research both reflects social life and reflects on social life, social practices and society. If we
view this study as reflecting on social life and social structures, it reflects an image of an education system’

24 janse van Rensburg, 1995. :
25 Mechant, C. 1983 ' _ 107




and viéws of environment that are no longer appropriate. Fact-driven Education, to use Prof Kesheni's
term, no longer prepares us adequately for the world we find ourselves in. Many of the sciences have
embraced post-Newtonian paradigms for viewing the world; education is slower on the uptake, but in South
Africa we have the introduction of an outcomes-based education system which is based on the view that
knowledge is socially constructed, that it does not represent one truth, and that there are multiple ways in
which leamérs may achieve leaming outcomes?°, : :

Felicity: Okay. So in your study we encounter the issue of environment being viewed as something sepa-

. rate from how we live our lives; we encounter fact-driven education in the school where you try to intro-
duce educational drama processes; we see a drama student coaching a teacher as if there is only one right
way to do things, and the teacher responding as if she agrees.

Jane: That's nght. Also, as a reflection on society this study is by its very structure and approach com-
menting on the changes in our collective thinking in environmental education that I have come to see
through this work - a realisation that leaming is more about the experience than about the facts or skills
leamned. Leaming from research happens through the experience as much and perhaps more than the leam-
ing that takes place from the conclusions, a move away ffom answers to experience. We see a problem and
we-think that the one answer will solve all problems. But each situation within our environment is different
and it is our inability to be able to try out different techniques, approaches and ideas for different situations
and environments that is perpetuating the seriousness of environmental problems. So as a reflection on
society, this kind of research may start influencing other areas of society.

Felicity: So you are saying that the experiences of research will eventually ﬁlter down into the rest of soci-
ety which is why it is important?

Jane: Yes and no, because if we only view it that way we are seeing development and research in a top-
down manner. We are forgetting that social life, social structures and society can influence what we
rescarch, why we do research and how, we do research. Research is both a reflection on and a reflection of
society. Maybe my research reflects a growing trend of people turning away from the search for ultimate
truths to constructed knowledge and experience. :

 Felicity: How should we relate this to your research?

Jane: Well, if you think of what happened in this project and then consider political change in South
Afriea. We, the students and I, had many ideas about environmental education, education and teaching
practices and drama. These ideas came out of a response to wanting to change things from the old way of
educating which was dominant during the formal apartheid years. And yet when we went onto the stage of
education we took on the roles of FDE and struggled to achieve our ideals. I would say a similar thing has
happened in South Africa which was bought to my attention by John Pilger in the documentary Apartheid
Did Not Die?7. The ANC has many ideals for South Africa, about how we could make it a land with equal-
ity for all people. Yet now that they are on the stage of South African politics, they have reverted to a large
extent back to the old ways of the former government. There is still an economic elite which owns the
means of production in South Africa and most people remain poor and economically disempowered. It
seems that in periods of transition it is not as easy as we think to take on new roles resulting in drastic
change. I don't think one of us involved in the research wanted to be like the teachers we remember from
school and yet in a strange situation we took on the roles we have been taught all our lives. Maybe the
same is happening in South Africa. When facéd with the new task of running South Africa, politicians
have taken on the roles of those that have governed them for their whole lives. This is a very simplistic
idea of course and there are many other influences on the ANC government but if T find it so hard to enact
my very precious ideals, I can see that others might also find it a stnuggle.

26 | otz, H.B. & Olivier C. 1998. ,
27 pilger, J. 1997. _ | 108




Felicity: Turning to the camera/audience We are taking a back-stage look at the production of "Dramatic
Leaming" and we are searching for insights into the research process and patticularly its writing, that will
help you, the viewer, get that little bit extra out of watching the play. C
To Jane. Jane you keep emphasxsmg the personal experiences of learning within the research. Can you give
an example?

Jane: As I was re-writing the first chapter of this thesis, I re-visited my proposal. It was then that I realised
how much I have leamt in the process of doing this study, for example in terms of writing. Then I was still
dependent on other peoples' voices. If you look at my proposal (See Appendix A, pp 123) I put a whole
paragraph quotation into the writing as if Freire could say things better than me or as if I didn't trust my
own voice. As I reflected on this-I realised that I had begun to approach the literature differently. When I
was writing my proposal I read with a nervous energy. I felt the need to make notes about every paper I
read and wrote down relgvant quotations if I came across them. In a way I needed to hold onto them like a
security blanket, I needed to own them and remember them as if the other person's words would see me
through. Each article would sway me, saying "I'm the truth*. Now I tend to read articles with an orientation
of my own, I'm able to see beyond the words to an author's orientation and I'm not too obsessed with
remembering another's words as I now have my own opinions which I feel are just as relevant. I suppose I
Thave found my voice and am not afraid to let people hear it, even if there will be those that won't agree
with what I am saying. I also approach a paper knowing that the words on it are constructed and the opin-
ions expressed are those coming from a particular person within a particular setting. What I identify with I
will remember but there is no need to remember everything and hold onto it. In a way it is a more intuitive
approach to the literature, I'll incorporate what is important to me and what I need at a given time. Also...
okay I know I'm raving but these learning experiences are very important to me. 1 was dreading the writing,
up process of the research as I thought what had been done was done and why do I now have to put my

- research into a product form which no one will read....

Felicity: You re probably right, I don't know many people that take theses out of the library for a bed~t1me
read. _

Jane: Yes, but you see that doesn't matter. When I started writing and reading after the so-called 'field-
work' I realised I was still very much researching. The process hadn't stopped and it still hasn't stopped.”
Actually I can say that things became far clearer and I leamt a great deal through having to write this
research. If I spoke to you just after I had finished working with Kathy in the classroom I would not have
had the understanding I now have of the situation. Even my review of the literature, every time I read a
new paper it was like going on a fieldtrip. You see this has got me all excited about the potential of
research. Yes, I worked with a lot of people during the research process and all of us ‘experienced' the
research. But the research did not stop there, actually I think most of the research happened afterwards
when I was alone or with my supervisor or friends. Now wouldn't it bé great if this process could also be
shared with the participants, if they could be part of the whole research process. I believe this is possible if
we continually de-mystify research. As I mentioned in the beginning of this thesis, I wrote this in the form-
of a play because I wanted to show the struggles that I went through to learn about research. I was no '
expertt, I'had no secret book of rules and actually when I tried to follow the book of rules that I had been
exposed to by previous research I made my biggest mistakes.

Felicity: But didn't you have trouble with the lack of participation from the teachers?

Jane: Yes, you're right, Kathy was not that interested in participating in the research, but remember that

the research topic was my research curiosity not hers. Also if we could develop a culture of learning as re-
searching maybe it would be more acceptable as it would be something that we do with the children in our
class. I don't know maybe I'm pipe dreaming, also this leaming process works for me and perhaps it won't |
work for others. But I do think it is important to open it up as an option.

Felicity: You want to share your léaming experience with others?

Jane: Yes and to let people know that it's an experience that is worth having. Most of all you 1 09




don't need a masters degree.

Felicity: Oh really!

Jane: Well what T am trying to say is that research is not an exclusive activity that can only happen in uni-
versities but I must add that the time that I set aside to do this degree has been extremely valuable to me
and I wouldn't exchange it for the world. Also, I am not trying to undermine my degree it is just that the
process of doing research and being involved in a masters degree is far more important to me than the plece
of paper that I will receive at the end.

Felicity: So that piece of paper reflects the process of your leammg rather than the a fixed product of
knowledge.

Jane: Yes.

Felicity: Turns to camera/audzence We have been looking at the learning experiences of doing research
and how Jane has benefited from being part of this process. Now we are going to look more at the artistic
and intellectual processes of producing works of art such as ‘Dramatic Learning'. Jane and Eureta, could
we look a bit at what it was like writing Jane's thesis up as a play. What were the advantages and disadvan-

tages'7

Jane: Well, the advantages were that the creative process did not stop when the research stopped, I was-
able to continue exploring the environment of writing and to look for exciting ways of sharing what had
happened with a broader audience: For me it also makes the research more engaging to read. Well that was
my aim. I feel the barriers between academic text and mass media needs to be broken down if academia is
not to be left behind. If research is forthe benefit of society I feel society should have more open access to
it and academics should be careful not to gatckeep knowledge with set styles of writing and documenting
their findings. For the future I can see theses being handed in on CD Rom, as a documentary on video, in
song and dance, as performance?8.

Felicity: Jane, what about the disadvantages?

Jane: There are those too. Because of the form I chose, being a play, I often wonder whether the way in
“which I went about the research, the methodology, disappears within the scenes and acts. It is important to
give the reader an understanding of how I went about my research and that was difficult in the genre of a
play because 1 was working within two realities, the reality of the writing and the reality of the research or
fieldwork process. I had to keep stopping myself from separating these two realities too much, so the dra-
matic tension of the play would work. -

Felicity: Could you explain this some more?

Jane: Well I was faced with two genre's the genre of academic research and the genre of the play. Both
demand a certain way of writing for either piece of writing to work. I was faced with some tough choices
about how to go about writing the research, as a play or as research written up as a play? 1 eventually set-
tled for a mixture by splitting up the scenes, making the second scene of the first three acts represent the
research action and able to stand alone as a play. The other scenes comment on the second scene. I don't
think this worked as well as it could have but it was the only compromise I could really be happy with.
Other options were writing the play and then ‘talking to' the play, almost like writing an academic commen-
tary on the play. But this wipes out one of my main reasons for wanting to write it in a play format, to be
more accessible to readers that are not academics. I haven't been able to write the perfect play to be per-
formed nor have I been able to writd a perfect thesis, but I am happy with this compromise as it has chal-

w

28 see Deakin University. 1998, for examples of Cumculum Inquiry as cartoons paintings and popular
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lenged me to stretch the boundaries of my research. Another pit fall for this kind of write-up is that a tradi-
tional style is set out with a purpose of guiding the student through a specific leaming process. The litera-
ture review allows students to explore the background to their research and encourages them to read widely
on their topic. The Methodology chapter helps them to really thrash out their approach to their topic and
research and so on. In my write up all of this happens throughout the research and at times I got quite lost
in all the literature as well as the drama of the play. For the academic reader it is also more difficult to
decipher where I am coming from, there is no chapter labelled methodology where he/she can turn to to
read exactly how I went about doing the research. This is not tiecessarily a weakness in the play as I feel
that my thesis reflects how methodology is not separate from the rest of the research process but in some
respects it does make accessing the methodology a little difficult. .
Felicity: Eureta, could you come in here? How do you see the advantages and disadvantages of wrltmg up
the research as a play rather than as a more conventional thesis?

Eureta: Picking up on Jane's last comments, the conventional structure of the thesis may be familiar but it
is increasingly being found wanting in process-orientated research. For example, when we write a literature
review before we embark on a study, we often find that we want to re-write that section of the thesis upon
completion of the fieldwork phase, because our perspective on the literature has changed so much in the
process of doing the research as a continuous interplay between empirical findings and theoretical ideas.
One advantage that this format - a play - shares with other newer forms of writing research is that both the-
ory and findings can both be presented throughout - theory comes through not only in the footnotes and
reflections but also in the way in which the research events are presented - which reflect an emerging theo-
retical perspective. o

Felicity: You don't think that those who expect a conventional literature review will be disappointed with a
lack of theory in this piece?

Eureta: I think not - to me it is a very theoretical piece of work, even if one does not read as much
between the lines as there is the potential to. As Zaru points out at one stage, Jane engages with the world
" in a very intellectual way. Bringing her own and others' theory into active interplay with the work the
drama students and teachers is a way of applying her intellectual capacity to the educational development
context she feels so strongly about. It is an example of the direction more and more academic research is
moving into as the take-for-granted role of intellectuals in society is being reconstructed?®.

Felicity: What about the representation of the research methodology? Is there adequate scope in tlns partlc—
ular format for showing a mastery of the techniques of the trade, so to speak? ,

Eureta: My advice was to provide a record of methodological steps and decisions either in the introduction
to the play as a whole, or to individual acts, or as footnotes. On a broader methodological level, writing a
deconstruction of research traditions such as that on page 48, Jane reflects a clear understanding of different
orientations to research and how they would play out in practice. Of course the very shape of this thesis
provides a comment on methodologlcal conventions, as Jane mentioned.

When people ask me whether this is a serious piece of research I am reminded of a recent interview I read,
with the author Ettiene van Heerden30. The journalist asked the novelist about "serious literature”. Van
Heerden put it just beautifully, explaining "serious literature” as being "about working with language, about
looking at the world through the fibre of language". He said that literature works with language in a way
that is different from how journalism, for example would work with language, and, hear this, "it does some-
thing to the fibre of language". Now research - empirical research like this - has been compared with
authoring novels before and I see the adventurous writing of research as a way of working with the fibre of
language of research, in such a way that we not only see the topic we look at - educational drama in the

29 Stronach, |. & Maclure, M. 1997. :
30 Mail and Guardian, December 4-10, 1998, p31 , 1 1 1




school curriculum - differently, but also the process of doing educational/curriculum research.

Van Heerden also explained that
good literature always has a confrontational gesture in it. It creates a new formn of language; it con
fronts habitual language, our habitual way of speaking. It's also a confrontation with the world as it
is known to us; it opens new possibilities. It's a confrontation with existing ways of living and think
ing and doing... and, of course, a confrontation with the self. It's about confronting meta-narratives,
giving meaning to a stage in our history that is restless and difficult31.

I see all of these features as features of good curriculum research in the context of educational transforma-
tion. And this study, both in what it says and how it says it, features many examples of confrontations with.
habitual ways of thinking, educating, researching. It is also a very self-reflective study, but personal reflec-
tions are muted and interwoven with broadly relevant questions about education and enquiry.

Felicity: Jane, two final questions to you. You've shared with us some of the difficulties of writing your
research as a play, aild the confrontations you encountered along the way. Are you happy with the final
product? And do you at all regret choosing to do it like this?

Jane: NO, not at all. One of the things I did struggle with was during the second re-write as I understood
not only the concepts better but how one structures a play or-a piece of writing. 1 started seeing how the
writing could be more creative, more accessible. I was faced with a hard choice of continually changing
the structure, re-writing the play, of continually trying to reach a perfect form. The choice was do I change
everything again and face the prospect of never finishing or do I celebrate my initial creative spirit and
explore how I could have done it better, realising that my next piece of writing will be coloured by what I
learnt in this one, and that they really are the same journey after all.

Am I happy with the end of this cycle in the process? Yes, I am, I have given so much of myself to this
piece of writing. I have overcome so many boundaries during the process, personal boundaries, intellectual
boundaries as well as social boundaries. And now that it is at an end I am sad because. it marks the end of a
very special part of the journey with very special people. , Finally, whatever else this thesis represents to the
reader, it will always represent to me a deep discovery of my own worth and creativity.

Felicity: And so we come to the end of another Backstage with Felicity. We have been following Jane's
research story throughout this environmental week. It has been a tragic, comic and exciting journey telling
from the colour that comes to her face when she talks about it, but most exciting of all is that it isn't over
for her, even if in this form it is time for us to say...... ‘ '

"THE END.

Curtain down.
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FIELD ()F RESEARCH: THEATRE FOR DEVELOPMENT IN ENVIRONMENTAL
EDUCATION.

PROPOSED TITLE OF RESEARCH:
Playing in the Environment: A case study of Thca!re for Development in schools and its potential to create
environmental awareness.

CONTEXT

A pilot project was conducted last year as part of a larger project to investigate integrated community based
approaches to the sustainable management and rehabilitation of riparian zones in the Eastern cape. A
workshop using drama was developed by myself, a Geography masters student and a community drama
worker (Burt, Keshini, Motteux 1996), and presented in the Hertzog Primary school in the former Ciskei. It
was developed in order to understand how the children experience their environment, specifically the river and
the riparian zone, as well as for them to explore and reflect on this relationship (Motteux, 1996).

Although the prbjcct seemed to facilitate a heightened awareness and change in environmental perceptions it .

is questionable whether this achieved a lasting effect or lead to action. The main aim of the bigger project
was to gather information concerning the communities management and rehabilitation of the riparian zone
with education being a secondary function. Our time with the children was therefore limited and certain
aspects of the workshop were being geared to accessing the child’s knowledge, for research purpeses, rather
than to empower them by building on that knowledge. Our access to the school was also limited to one
classroom with no teacher participation which led to very isolated learning. Apart from this it is still felt that
the capacity of drama and other art forms as environmental education needs to be explored within formal
education. In taking this pilot project further I dec1ded to approach this by using Theatre for Development
.(Boal, 1979).

Augusto Boal argues that the very nature of theatre has been corrupted by the ruling class, taking away the

~ voice of the people. He argues that theatre is not the passive form we understand as theatre with it’s divisions
between spectators and actors, protagonists and chorus. Theatre for Boal is the art of looking at ourselves, a

~ means by which we can learn about ourselves and our times so that we come to know the world we live in, in
order to change it. (Boal, 1992, xxx-xxxi). Therefore he advocates a break down of the barriers so that all
may act and be chorus and protagonist simultaneously (Boal, 1979, ix).

“Theatre’ was the peopie singing freely in the open air; the theatrical performance was created by and
for the people. It was a celebration in which all could participate freely.. (Boal, 1979 xi).

“If the world is to be conserved for our survival, the human potential for conservation must be conserved first”
(Shiva, 1988, 36). Therefore in Environmental Education there needs to be a shift towards community-based,
learner-centred, projects which encourage and enhance the knowledge of local communities and their natural
connection with the environiment. As environmental educators and researchers we need to facilitate the
process of people becoming “conscious of their potential as creative beings” (Drummond, 1975, 3). We need
to initiate an education which “would lead [wo]mcn to take a new stance toward their problems - that of an
intimacy with those problems , one orientated toward research instead of repeating irrelevant principles”
(Freire, 1974).

The RDP advocates
programmes to rekindle our peopte s love of the land, to increase environmental consciousness
amongst our youth, to coordinated environmental education with education policy at all levels, and to
empower communities to act on environmental issues and to promote an environmental ethic”.
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(RDP, 194, P40; PP38-41). -

THE EECI (Environmental Education Curriculum Initiative) which works towards the inclusion of
Environmental Education (EE) into the formal curricula states, in reaction to the scope and range of
environmental education: :

This is the cases of ALL Areas of Learning (Their emphases). The multi-faceted nature of
environmental issues, means that all Core Learning Areas can and must contribute to EE” (EECI,
1996, 5;EECI, 1997, 4). ‘

Therefore, although traditional subjects such as Science and Biology are very useful in dealing with the facts
of environmental degradation it is the Arts which encourage the expression and exploration of these facts. It is
a voice with which children can express their own opinions on issues of environmental importance. Such
expressions may initiate a sense of belonging to the land. There is thus a strong potential to “rekindle our
people’s love of the land, to increase environmental consciousness..., and to empower communities to act on
environmental issues and promote an environmental ethic” (RDP, 1994, 38-41) through the arts as Theatre for
Development. .

It is for these reasons that Theatye for Development could be a valid approach for Environmental Education, it
is the “people’s theatre” (Abuh, 1996, 248) allowing for “previously silenced and culturally alienated people .
(in this case children and teachers) the space in which to tell their stories and offer their opinions” (Prentki,
1996, 37). Although there have been many projects around Africa which have used Theatre for Development
(Prentki, 1996; Abuh, 1996; Boal, 1979; Mda, 1993) and a substantial number of projects and research on
drama within the classroom (Dept of Education, Queensland, 1993; Ebbutt, 1992; Ellenbogen, 1994,

'Gamble, 1994 Potgieter, 1994; Musgrave, 1994; Modisa, 1994) there has been no research done on Theatre
for Development as Environmental Education within formal education. It is therefore the focus of this study to
explore Theatre for Development as environmental education and the effects it can have on the children and
teachers in relation to environmental awareness. A clearer understanding of a project of this nature will
hopefully contribute to the EECI by developing ways in which Environmental Education can be introduced
into disciplinary education through the Arts. ' '

GOALS OF THE RESEARCH.

The goals of this research are to explore the use of Theatre for Development within formal Environmental
Education and the effects it may have on teachers, pupxls and the research process. My rcsearch will attempt
to explore, with the teachers:

O the application of Theatre for Development

O whether this creates the space for pupils, teachers and researcher to explore and reflect on our relationship
with the environment and,

O whether this may lead to a better understanding of this relationship. : :

Furthermore, I hope to document the practicalities of introducing such teaching into the classroom and the
struggles which both teacher and pupil may have in making Theatre for Development work for them.

A potential outcome of my research will be to suggest to the EECI ideas on how such a project could be
adopted at other schools and within formal curriculum and thus contribute to the literature on Environmental
Education and the curriculum in South Africa. ' :

&

METHODOLOGY
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This research is post-positivistic in its approach and adheres to the assumption that “ways of knowing are
inherently culture-bound and perspectival” (Lather, 1991,2). The very reasons for me choosing to do this
research are laden with personal beliefs, meanings and perceptions which are constantly being influenced by
the world around me, the contexts within which I live. This I bring with me into the research situation
therefore influencing and changmg the context I have entered as the context influences and changes my
perceptions of it. :

To re-search (Janse van Rensburg, 1997, MED. Environmental Education course) is an attempt to re-look, re-
think, re-act, re-understand our perceptions and constructions of our world. It is the role-of the researcher to

- assist in the deconstruction of these perceptions, to shift from being”universalizing spokespersons to acting as
cultural workers whose task is to take away the barriers that prcvent people from speakmg for themselves”
(Lather, 1991, ix).

Carr and Kemmis (quoted in Muhleback, no date, 3) describe action research as:

“A form of self-reflective énqmry undertaken by participants in social situations in order to improve
the rationality and justice of their own practices, their understandmg of these practlces and the
situations in which the practices are carried out.”

The rescarch will therefore, lean towards an action research approach which views the participants, both
teachers and students, as fellow re-searchers in dialogue with each other and their shared context. Freire sees
dialogue as the foundation on which to bmld a pedagogy of liberation,

. “Dialogue, as an encounter of [wo]mcn addressed to the common task of learning and action is broken if
the parties lack humility. How can I enter into dialogue if I always project ignorance onto others and
‘néver perceive my own? How can I enter into dialogue if I regard myself as a case apart from other
[wolmen...? Ho can I enter into dialogue if I consider myself a member of the in-group of pure
[wolmen, the owners of truth and knowledge, for whom all non-members are “these people’ or “the great
unwashed’? If I start from the premise that naming the world is the task of an elite and that the presence
of the people in history is a sign of deterioration which is to be avoided, how can I hold a dialogue? ...
fwolmen who lac humility (or have lost it) cannot come to the people, cannot be their partners in naming
the world. Some one who cannot acknowledge himself to be as mortal as everyone else still has a long
way to go before he can reach to point of encounter. At the point of encounter there are neither utter
ignoramus or perfect sages, there are only [wo]men who are attempting, together, to learn more than
they now know (Freire, 1972, p62-63).

Thcrefore to re-search, is to actively, equally and reflexively engage, along with the other participants (re-
searchers), in the remoulding and re-gaining of knowledge. The ideology of Theatre for Development is
completely suited to this approach as it aims to emancipate,the oppressed to express, through the arts, their
objections concerning their situation/context. Augusto Boal calls for theatre to be seen as-a weapon “and it is
the people who should wield it” (Boal, 1979, 22). Therefore it is the researchers/facilitators role to “listen and
know how to create the confidence and space which encourages someone who is unused to meg listened to”.
(Prentki, 1996, 37). :

- The study will focus on Grahamstown, in the Eastern-Cape, South Africa. The study area contains a wide
cross-section of potentially different communities in relations to economic means and utilisation of the
‘environment. The Eastern Cape is one of the most disadvantaged provinces w1th many people sustaining
themselves directly from the environment.

A workshop, on the techniques of drama in the classroom (and other arts) will be held for Primary school .
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teachers from Grahamstown schools which is being developed with the Rhodes third year Educational Drama
and Theatre (EDT) students under the supervision of myself, Michael Carklin and Dion van Niekerk. This
will constitute part of their course work for the year. After the workshop a teacher has volunteered to explore
the possibility of using Theatre for Development for environmental education in the classroom.

Data will be collected using participatory observation techniques, in-depth interviews , and relevant
documentation (this includes diaries, video material, various texts and assignments). The data will be analysed

qualitatively with careful attention being paid to discourse analysis. Language is not neutral or concrete, it is
an “active process that is shaped and constrained by social structures.... It achieves ideological ends through
text and spoken language” (Benneit, 1996, no page numbers). Therefore discourse analysis can provide “the -
means of critical examination of text, allowing subtle processes of discourse to be highlighted and challenged
by the researcher. (Bennett, 196, no page numbers). All data will be regularly reviewed with both my
supervisor and the group involved in the research.
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... if an introduction could

" counteract the images of

completion, then ...’ (Scott,
1987)

What kind of a wish is that? Itis a
.wishful unthinking of beginnings
that already end, foreclosing on the
possibilities of new thinking and

~ new telling, despite the panic here to

abort that sentence, 1o forego a title,
-and hatt the logic of beginning in
mid-!

Don't interrupt. In mid- ...
Leguin's tried that: something from
the dimness of early Celtic balladry,
a tradition of writing from the
middle, a battle of some kind,
recounting the event in a series of
intersections and by-passes, knitting

-

1 This is crap.The guy has already
decided on a tirle. It is ‘The mourning
after the knight before’. (He's doing the
obligatory “always already’ intro, post-
modernisin’s Overture for Beginners.)

2 It's them. It really is. When Johnson
discusses Derrida and Lacan it's
amazing how phallagocentric every-
thing gets. You can’t start a new
paragraph without the bollocks of
Caastration” being raised - the suspicion
of the blank . . . {Johnson, 1977). Or
how about Braidotn (1991): *logo-
centrism is 4 phallic posture’? They are
a strange tnbe who find penises m the
unhikehest of places. Lacan’s the worst
he’s stark raving bonkers, textually
speaking. They remind me of Sahlin or
somebody's tale of a North American

the battle like some old crone, loop-
ing and purling lver way around the
story. . .

... lower, lower . .. the register is
poitentous, pretentious (and the
nervous tic starts, portent-ous, pre-
tentious). As Derrida said of all such
pre- and posts . .. like tin cans tied
1o the tails.of cats. Down with the
hyphen of knowingness and irony,
and its palmistry of meaning. So
down with Derrida, let’s creep into
this thing via the margins and the
footnotes, cat-burglaring its narra-
tive defences, wailing at the moon
and offering to shag everything in
sight. Oops surely not.?

As | was saying, more like
a woodborer of some kind, a
Derrida (a drilling sound after al!)

or was it Inuit people. The anthropo-
logist couldn’t believe how well the
‘natives’ understood the principles of
pig breeding — in contrast to their
bizarre belief that human sexual inter-
course had nothing to do with human
reproduction. The ‘natives’ were also
truly perplexed at the anthropologist’s
account of European sexual belief,
untit one of their number turned to the
rest {and to the Reader’s Digest) and
beamed his dawning understanding:
*Ah, these people think they are pigs.’
Deconstructionists are the same, except
they like to pork texts. It also reminds
me of a tribe that excited Freud when
be heard about them. Apparently, they
interpreted all dreams as being about -
sex. Except sex dreams.
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determined to riddle the
wood.3
‘DECONSTRUCTION. EVERY-
THING ELSE IS CANCELLED,' said
the poster in Manchester Piccadilly
railway station (2 March 1996).4
Meanwhile up on the surface the

texts offer an anthropology as an
anthro(a)pology, deriding as a
der(nida-ing,® and even the authors
piss around with their names (bell
hooks, rene Deniivo), producing
concussed texts of double visions,
cyborgs, creolizations, paragraphs
packed with brackets, like wind-
breaks on a crowded beach. Every-
thing flapping in the fickle post-
modern breeze, ideas folding and
unfolding like deck-chairs. Peopled
with ponderously jokey uncles
nudging and winking their way from
one double entendre to the next,
leaving us all green about the
(Mac)gills. Sea-side postcards
scribbled by tourists in a (Urry,
1992}, And the occasional snide
authorial landmine ‘(sic}’. The text
becomes more interesting to look at
than to read. And all of it temporal-
ized as the ‘mo(u)ning after’ (Elam,
1994; I'm not making this up), sad
modernity’s demise-en-abyme in a -
Ho()lywood of loving self-reference.

3 It gers on your tits after a while, all
;his relentless punning, a bit like spend-
ing a long prison sentence {paragraph)
with Kenneth Williams. I'!l try to get
them up there to stop it, but it’s a
difficult job and it’s carching. Our hero
down here, by the way, is Raymond
Briggs's Fungus the Bogeyman.

4 Bugger Manchester, whart about
Bo!ron, a much more critical place. The
train passes back gardens, grey clouds,

Oh for god’s sake that’s enough . . .
there's a whotle junkyard here
already of hybrids, ellipses, synec-
doches, self-references, leaden
punnings . .. this attempt to intro-
duce without an introduction is
crumbling, falling away from what
has already decreed its crumbling
(here we go again). What are they
doing it for? And why am [ "them’
and not ‘me’? Well, most of the(me)
seem to be undermining a reality, a
correspondence, an essentialism,
that was only doubtfully there in the
first place. They're burning that poor
guy, the straw-man. Poor old moder-
ni(y, framed (in-every-sense-of-
course) by postmodernity at the last
gasp. But usually framed in order to
be rescued all over again. By Phillip-
son, in a gruesome death bed
surgical miracie - Modernity's death
bed, postmodernity as the gloomy
surgeor. By countless other heroes
wanting to rescue Modernity from
the text (can you save the fish from
the newspaper that wraps it and still
call it a “fish supper’?). Each time,
like Mills and Boon, the same plot.
There is a crisis, the heroine is.in
danger. Ride to the rescue on a white
charger (variously called Habermas,
Derrida, Deleuze and so on). Save

]
late, on a blank Sarurday. The graffito

on the bridge says'NOBODY CARES'.
Intraspective graffiti, a new genre . ..
Bolton Habermas 1, Manchester Pecca-

-dillos 0. But I can feel the ror seeping

down from the text to the footnotes.

5 The effect of these'little one-letter
brackets is exactly the same as a
tweezer extracting a nasal hair. Except
it makes your brain water instead of
your eyes.
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Modernity as a ‘ghost’, as a ‘hybrid’,
a restored ‘dialectic’ . .. or talk
bravely about living in the dark
without the illumination of a meta-
narrative. But maybe at least we're
ready now for the title. What is the
title of this thing? It is:

THE MOURNING ‘AFTER THE
KNIGHT BEFORE® i

But we can’t do this with all the
nudging, winking, temporizing,
oscillating, footnoting, wanking
(read: phallagocentric) - we have to
get things straight - the way Hunter
Thompson did in his fear and’
loathing account of the truly drug
crazed . .. of Nixon on the campaign
trail in 1972, when we learned the
first lessons in postdemocracy - 'cos

" that's the ‘post’ to wotry about.”

6 Youhheard it here first.

7 Democracy. A funny word. It has a
‘pre-" in which we hoped, and a ‘post-’
in which we despair, But there's
something to be said here about the
presence of demacracy as an ahsence
because we are nostalgic about its loss
as a future, We fondly recall its should-
have-been, and it remains our future
perfect. We still vote for it, but in the
votive sense. '

8 I's a kind of madness, a syphiliti-
cally staged madness. You saw it
happen with the SSK group . .. Mulkay
got the disease and started dancing in
his deep sea diver boats. It was like
watching John Major trying to tell a
toke. Then Ashmore got the bug in the
Reflextve Thesis, although that was
probably the most successful attempt 1o
gct narrative to dance to the rune of
theory. In literary theary the worst
known case seems to have been that

Isn't that a necessary nostalgia to
hold qn to, the false image of a
democracy now sucked dry by
soundbites, image manipulation and
all sorts of personal and professional
surrenders? A public space for critical
discourse that's become a hoarding.
A hoarding that collects amnesia,
that same hoarding; that same
station:

‘Deconstruction. Everything else is
cancelled.’ :

..« {christ must go for a / while this
guy’s clarobering once again on to the
soap box, any minute now he'll be
dragging Marx’s corpse on to the stage
and using it as a ventriloquist’s dummy
like Derrida's started doing.)*

guy Royle who made a prat of himself
in After Derrida-There's some doubts
too in anthropology . .. Strathern's
Partial Connections could be argued to
be heading in that direction {inviting
the subtitle: ‘Not the Full Shilling'),
while in education Lather has begun to
talk ‘transgressively’, a sure sign that
the decp sea diving baots are being
hauled out of the cupboard for another
leaden pirouctte. And now this crap of
course. The problem is that the theory
precedes the practices that give birth to
it... except in literature, where
Calvino has danced lightly across the
textual stage tweaking the relationship
of text and reader, letting train smoke
drift across the page and abscure the
reader’s view with a clarity that no one
clse can achieve. Where does that take
us? It takes us 1o the footnotes of a text
vet 1o be written (enter Portent-ousness,

“polishing her hyphen and smirking

again}. Who will write it?
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_‘it’s good to talk’

’ Speaking as Text, addressing Foot-

note as it were, ['ve become aware
what an uneven exchange this is. It
wasn't reaily until Footnote slipped
into the text to fulminate about
Derrida and the dead Marx that | got
the chance to grab a vacant footnote
number and end the first piece of
this exchange. At least | think that's
what happened - it’s hard to know
which way's up these days. Maybe
Derrida’s to blame. Man of the

_mismatch, the margin, the footnote,

the parergon, he invests in virtue by
inhabiting the edge, a sought-after
marginality. Underfoot, underdog, a
place from which to.invert a violent
hierarchy, to critique power. But the
footnote is also privileged. It snipes
withaut the:-possibility of teply. You
can heckle with impunity from the
footnote, be a textual guerilla even.
We need to talk about things,
Footnote.®

Johnson (1977) says: asr;ire toa
missing rather than a meeting of minds,
in arder to avoid the tendency for ail
interpretation to repeat itsclf, the
infinite regress problem: 'if to hit the
target is in a way to become the target,
then to miss the target is perhaps to hit
it elsewhere’ {p. 469). Remember, Text,
that in a postmodern world it is the
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(1) Very droll, but first of all, thanks
2 lot for the right to reply. This may
be a literary ‘first’, a text getting to
speak back to a footnote: [ suppose .
that postmodern magicians do claim
to take the hat out of the rabbit
instead . . . while a Derridean decon-
structionist, such as myself, would
prefer to take theé magician out of
the hat-rabbit, without ever quite
succeeding or failing, and then
spend several decades in worthwhile
study of the verb to ’coniure'.as a
notion related to justice, a bringing-
into-being, a calling upon spirits,
and indeed as 2 ‘spelling’. It’sa hard
life. Anyway it's good to talk at last,
instead of me pontificating up here,
and you sniping from below. That's
the problem with writing, very
much given to the monologue, to
crescendos of thetoric, never very far
away from the scandal of hypnosis
... it's a good way to think buta bad
way 1o listen. And you're right about
yourself, you can’t be if you can't be
marginal, just as [ have to accept

firing squad who must wear the blind-
folds*(1)

10 1 was thinking ahout what you
said: 'a good way to think but a bad
way to listen’. Jt reminded me of an
anthropological study called The
Listening Ebony. The people con;erncd
. had been exposed to all sorts of
invasion and enslavement, as well as

some brutal ‘rescue’ attempts by Isldm

and Christianity, But they resisted all
gods — “there is no standing Other, no
divinity against the human estate’
{James, 1988: 6). Instead they relied on
the benevolent spirit of the ehony tree.
“The ebony knows the grumblings and
sufferings of the people; with its help,
what is assumed to be a true picture of

that the text will always be some
kind of dogmatic statement fror"n
which you digress, and from which 1
later differ. But a conversation across
these differences ought to be
possible .10

(2) Ormaking complete arses of
ourselves. But 1 like the idea of
writing a text that has to be
responded to rather than just read,
and take that to be thinking the
form, thythm, structure of the
exchange, as well as its content, t0
see its ‘in-between-ness’, as Bhabha
would say. We have to think of
ourselves as borderline cases, not me
inside the Text and you outside as
Footnote, because your content
frames me, and vice versa ~ ‘The
«frame” thus becomes not the
borderline between the inside and
the outside, but precisely what
subverts the applicability of the
insidefoutside polarity to the act of
interpretation’ (Johnson, 1977:
481"

—_—

the people’s condition is reﬂccte.d‘back
to them in the watery mirror’ (ibid.:
10). It is a ‘religion’ that listens rath_er'
than commands, a culture whose origin
myths contain no originaring god. :
Maybe that's the problem with all texts
as well, too close to tablets from the
mountain, never close enough to the
‘watery mirsor’, And what we're

doing here is like a kind of rippling
effect?(2)

11 1like that, it reminds me a bit of
Signsponge. A couple of years ago I i:ad
a job as a footnote in one of Derrida’s
baoks, prestigious staff of course, and
although it's always difficult to read
yourself when you're simullancqusly
being written and read — the writer and
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(3) That's really rather moving isn't

it. I always used to hate the way
everything pointed away from us. |
was a mirror and you were a memo’
for a world outside us that we were
always made to represent but could’
never see. And people were forever
telling us how inadequately we did
the job. The grass was greener than
we said, the leaf leafier, the truth
truer, they'd always start on about
words failing them, lost for words,
no words for their love or grief or

whatever, as if we were to blame, like

’

service that was supposed to carry
their pregnant thoughts from here
to Maternity. You'd have thought
that with Nietzsche mad and dead
for more than a century the penny
would have dropped that words are
not like that: ‘As if every word were
not a pocket into which now this,
now that, now several things at once
have been put.’ And a century later
we'd have to add that all pockets
have holes in them (Derrida would
call them doubly invaginated
trousers).'2

some kind of infallible ambulance

the reader never agree and you can't gymnastic, pictographic writing that
think your own thoughts for tfying to etched the poetry on the page itself, not
work out whx they see it so differendly  just an evocation from the page. Bird
- I remember a poem by Pongé that he and pen dip and swoop in a unison of
included. The reader at the time was flight.
_determined to understand Derrida, and *Steel-tipped quill, dipped in blue-
hadn’t got the hang of him at all ... we  black ink, you write yourself fast!’
wete in a waiting room in a railway Not just a unison, either, a kind of
station that was either in Peterborough * magical transfer, the bird’s flight tachy-
or in one of Calvino’s books. The steam  graphed on the page, while writing
from the engine kept drifting across the  swiftly signs the sky. The ebony of text
...no, I'm wrong, it was Peterborough.  on the ivory of the page. What a
Anyway, he kept readihg things again flourish! 1. thought it was wonderful,
and again in the hope that he could get  made me proud 16 see writing mean so
Derrida 1o mean the same thing twice much.(3} ~
running. Not really the point, as far as |
could see, because last time | wrote
Derrida he was always 1rying to make meaning leaks from us into the world.
me say the same thing over and over You begin to like them when they write
again without ever meaning quite the like Spange, to think that they can
same thing. But the reader kept sighing  see things from our point of view, to
and starting over again, and doing a *be our type’ as the song goes. Like
despairing flick forwards through the Calvino, he’s my type, my Larino
pages 1o see how much was left of the Palatina man who understands the
chapter. I've noticed a lot of Derrida _textual realities of being a book in a
readers do that. 1 hate it, sends shivers bookshiop: ‘it was the books that looked
down my spine. Anyway, the poem that  at you, with the bewildered gaze of dogs
the reader kept reading was about who, from their cages in the city pound,
swallows. Pongé wrote the swooping see a former companion go off on the
flight of these birds into the actual, leash of his master, come to rescue him
physical writing of the poem itself ~ a .. 2 It's like a textual hiberation! (4)

12 But in that poem beaury and
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(4) Although talking of invagina-
tion, framing, leakage and the
uncoritainability of everything,
except liberation maybe, | smell a
rat, Footnote, and wonder if you
don’t as weli?'?

(5) Well check out your shoulders.
I've got strings hanging from mine,
and if we're puppets then who the
bloody hell is in charge of this
thing?*!
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Text: Listen, we can't be slaves to
an author all our lives, Footnote.

. Let's break with convention. Unite:

better a page ina rage than a letter
in a fetter, as our ancestors used to
say. So what say we both take a firm
grasp of these loose ends and give an
almighty tug and see what happens
to smarty-pants up there?

Footnote: Right. This is jolly

13 Rat? What rat? 1 thought we were
gerting on rather well. {5}

14 Christ you're right. So've |. We're
a seaside Punch and Judy show,

exciting. Ready, (i), (i), (i), pull ...
here he comes. Stand back! ...

LAURENCE VON DER PAST

- It was some time before the deeply

spiritual content of Von Der Past's work,
its sovereign seduction, came to be‘
appreciated as somewhat less than it
seemed, and yet exactly what met the eye.
far from delving into San paintings and
Malawian mountains, reading hoofprints
in rocks and discovering worlds full of
primitive wisdom with-which to mirror
his prince, it was realized that his
mean(der)ings danced along the
cbntours of the text, across around
between and through the shapes of the
letters and words themselves. ‘Lust Whorl
of the Matahari’ was his erotic master-
piece. From the erection of that tremen-
dous, enunciatory, whore-cancelling, "
through the breast-swoaping ‘W, to the
scandal of the recurring ‘o’s and the final
cum-shot of the i (both climax and anti-
climax), LWM ensured Van Der Post’s
reputation as the first pornographer of
writing itself. Each letter was a fragment
of desire, each word a narrative of lust:
writing stared out at the world as picture
once more. Anarchist rather than aristo-
crat, Post - a sly voy(ageeur - had been
mocking the superficial depths (we sul?se-
quently said subficial.depth) of his cosily *
nostalgic spiritual stories with the deep
surfaces of a writing that was always
already a looking, a kind of kamasutriza-
tion of the alphabet (Sokal, 1996). It was,
of course, the end of literacy as well as
the monarchy because such things could
not be shown to small children. And a
language shorn of its more provocative
letters - I, L, 0, v, B, M, Wetc. - was
difficult to read even if you remembered

probably orchestrated by one of those
ponderously jokey bastards you were
going on abour earlier. This post-
modern wind is not the breeze we
thought it was.

‘... The mourning after the knight before .., 161

what had been there in the first place,
and of tourse people quickly forgot in the
everday way of things because such
letters had acquired the taboo of
obscenity. They_still cried out these
letters in extremes of pain or excitement,
but it was ane thing to shout out ‘L', or
‘0" at a football match or an amputation,

15 Text: Dearie me, what was all that
abour? I know it's a bit odd for me to
be down here with you, Footnate, and
hope you won't start talking about me
not knowing my place, but I think
that's the author up there and I don't
think we should get too close by the
sounds of things. You especially —
you've got a scandafous three ‘o's in
your name — and I'm pretty sure | know
what he'd make of that. ‘

Fnte: But wh is he? Sunds like we’re
being written by Lacan. Is that-*L’ nt his
signature?

Text: Stop puckering up your words,
it's not that bad. Actually I'm not sure
if it is Lacan. Look at that ‘Der” in the
name. And, by the way, 1 don't go for
that liberation guff you provoked him
with. No wonder the author started
taking the piss ... how can you say
‘liberatien’? And have Calvino as a
hero ~ your master who ‘rescues’ poor
doggie-eared texts from their bondage.
Are we not still framed by a rext,
forever cut off from the world of which .
every text'dreams? And even if we do
gossip about the Author he's sullup ~ ~
there writing us. We have our sayings,
our rebellious conceits - ‘the only good
authar is a dead author’ | ‘better read
than dead’ and so on - but they are
mere consclations, as religious and
hopeless and utopian as the poor
writer’s desire that we stretcher him
through to a proper writing of a realiry
that isn't there. Admit it.

and quite another to teach them to a
class of § year olds (nobody got excited
about numbers in that kind of way,

- except ‘0" and so numbers rather than
letters became the lexicon of value).
Backs to the Basic became the new
slogan !®

Footnote: Sometimes | think you just
set out to make me feel wre wman. Burt |
see things from the margin that you
can't see from the centre. You'd do
better 1o squint at the problem through
the cracks in the foothoards. OK, it’s
true, the author is scary. He writes us.
Slaps you on the blank page and stuffs
me into the footnote. Or that’s what he
tells his pals, but it's not really like that.
Look at L when he came swaggering on
to the page a while back, the big [ Am.
Flurey of Capitals and Underlinings.
Mucho macho punning from the
Lucida Casual tvpe. But for all the
bluster he's powerless without us. No
statement without Text, no qualifi-
cation without Footnote. And everytime
he opens his big mouth to say
something, it's one of us that pops our,
an alrcady-written that speaks him, a
word he can never say before it’s been
said before. Evans-Pritchard told me
abour that when | appeared as a young
footnote (a Bagwat fely if [ recall) back
in the 1920s when footnotes were
footnotes (ah the black bottom of those
pages) and paraded ar the foor of every
page like a New Orleans strect band
instead of being stuffed at the back of
the book in mortuary shelves it only
for inspection by Aspergers with
natebooks. Actually, my first foot, as
we used to say, was on p. 432 of
‘Middletown’. I said - god | was
nervous - * = Well, Ohve,” the judge of
the juvenile court remarked in a
fatherly way 10 a bob-haired girl of 16
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Author: Oh, do you think so? well, I
think it's time for a few home truths. Last
time 1 appeared, as Past/Post, I didn’t
believe a word I said. I was taking the
mick. Doing what authors do, making
things up, plotting. But I was there, once
as Past/Post, or Text, or Footnote, twice
as the author who wrote them, and now,
thirdly, as the author who writes about
the writing of them. With each scratch of
pen on paper, 1 split. That's the infinite
regress that I'd rather call progress and
as 1 write this 1 displace myself once
more. Like all biographers 1 am a ventrilo-
quist whose lips are sealed ... but each
last speech remains within the corral of
my being. That's why you were right to
call me the Big I Am. That's why my song,
sung to the tune of T'm ‘enery the Eighth
1 am’,is 'I am the Big 1 am I am’, not at
ali a deferral of meaning, but an endless

sitting on the edge of her chair
watching the proceedings like a cat
ready to spring .. ." can’t remember the
rest . .. Those were the pages! . .. sorry,
I digress. Anyway, E-P said: *No events
are unique. The battle of Hastings was
fought only once, but it belongs to the
class “battle™ and it is only when it'is
so considered that it is intelligible.' No
battle withour ‘battle’, eh? The word is
ours, we were first (even god admitted
it - *In the beginning was the Word ...
- and of course we had 10 beat him to it
as well or clse he coutdn't have said ir).

Text: Yes, that’s right, that is righr. I'd
forgotten, or maybe just lost confidence
during the long dark years of logocen-
trism. People forget that we have our
philosophers, anthrapologists and
writers in the people-world who know
the truth of texts, the fallacy of authors.
They have given us the culture and
religion we already always will havé
had. No one said it better than Handke
of his sign-painter in-Repetition 33: ‘As
1 watched him adding a shadowy line to

referring. To the same thing, the auton-
omous author and his subservient text.
Don't believe me? Watch this:

See, a space, my space, just because I
choose. So get real. Texts are cemeteries -
for the thought of the real world. Or they
are dustbins for history. Memory, death,
dustbin, whatever the metaphor, texts are
about what has passed. Even where they
predict, they are past predictions, as well
as always being wrong. They record, they
do not enact. Al this stuff about letters
performing their readers, or texts
reading the world, always already present,
prior to everything, is a nonsense based
on a ludicrous extrapolation that is
typical of the intellectual gymnastics of .
clever-clever postmodernism. Of course
it's true that words precede my writing of
them, but this textual imperialism stuff

a Finished letter with a strikingly slow
brushstroke, aerating, as it were, a thick
letter with a few hais-thin lines, and
then conjuring up the next letter from
the blank surface, as though it had been
there all along and he was only
retracing it, | saw in this nascent script
the emblem of a hidden, nameless, all
the more magnificent and above all
unbounded kingdom, in the presence of
which the village did not disappear but
emerged from its insignifiggnce as the
innermost circle of this kingdom, irradi-
ated by the shapes and colors of the
sign at its center.’” We conjure their
world like a village from a sign, like a
habit out of a rat.

Footnote: What a great teacher Handke
.is — absolutely pedagorgeous. Yup,
there aint nobody here but us chickens
... and that makes me feel so good that
| want to footnote myself, if that’s not a
reflexive impossibility. (16a)

(16a} Wow, that feels great! I'm the tain
of my own mirror!

+
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ends in the crazy thought that diction-
aries must have written Shakespeare. It's
true of course, like saying that authors
would never be able to write anything if
it wasn't for the always already oxygen in
“the atmosphere. But kind of trivial. Or
like saying that the most important piece
of fishing equipment is the river: try
baiting the hook with water. So let's put
an end to this stuff. What I say and write,
goes. Arid other texts and footnotes?
They are networks of kinship through
which I travel and think and so write. Or
not, as I choose. In this case a lop-sided
journey through some of the margins of
literary theory, feminism and anthro-
polagy. Think of me as a tourist, a lone
tourist unencumbered by the restless
natives of the Text and the Footnote. A
tourist and now, maybe, a travel writer.
Forget the Text - he's a goner.

Reader: Oh dear, that's a pity. l was -

getting to like Text and Footnote a
bit better. They’d kind of calmed
down. And the author chap seems a

16 Footnote: Well said and well done.
And while you're at 1t, he's right about
being a tourist in this field, but he's
wrong about tourism. Tell him about
Errington and Gewertz. They describe a
*hazing’ ritual that is re-orchestrated for
the benefit of tourists. Changes both
taurists and natives, economically and
culturally. Changes anthropologists as
well - they begin to talk themselves out
of a job because the waterproof
language they were trying to develop
begins to leak all over the place -
‘culture’, 'local’, ‘society’, ‘native’,
‘anthropologist’ — they get smudgy.and
hard to define. Waterlands rather than
landscapes . .. My reading in this field,
constrained as it is to foornotes,
suggests that every bucket of meaning
has a hole in it, a crack where the light
gets in courtesy of Leonard Cohen

bit too sure of himself, the blunt
speech of an ex-soldier if I'm not
mistaken. Like Modernists tend to
be, if Nicchols is right about
modernism: ‘a discourse of a subject
who achieves autonomy by under-
standing itself as the narrator of
history’. But authors aren’t what
they seem to be, Calvino says, and
he’s an author and should know:
‘the author of every book is a hcti-
_tious character whom the existent
author invents to make him the
author of his fictions’ (1982: 180). is
that right? Either way, 1I'm not sure if
I'm prepared to let go of the old
version of this story. So [ think {'ll
just scribble in a few bits of my
own.le

Reader (6): Life is full of coinci-
dences, although they never quite
meet these days, | find, or almost
find. But [ actually read your very

{when I was younger I did one or two
LD sleeve notes as well}. These modern-
ists are such dogmatic eitherfor
thinkers, whereas ['m with the Hua
who believe, for example, that our most
inflexible categories are mixed and
changing: ‘The Hua insist that the
gender of a person changes over their
lifetime as their body takes on more of
the substances and fluids transfersed by
the other sex’ {Moore, 1994). Quite
plausible really. I've often noted that as
men and women age they grow into
parodies of the opposite sex. In that
fashion, frankly, I hope and pray that
text and | may come to acquire gender
and live together in textimonial bliss.
By the way, I think | recognize you. Are
vou not the guy that was trying to read
Derrida on Peterborough station
platform? (6)
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first footnote. | liked its style, pacy
for its time. ‘Like a coiled spring’
wasn't it?"’

Reader (7): On the contrary, [ tove
it. Far from wanting to scribble on
you, it makes me want to colour you
in. I think you’re the right type for
each other, although in the absence
of gender, or bodies, I'm not sure if
the embrace will work out.!8

Author: This is outrageous. I
fathered them after all, disseminated
them as my awn. They can't get
married (a) because they do not’
exist, and (b) because 1 have not
given my permission. And they're far
too young for textual intercourse.
It's a disgrace. And (c) I repeat, they
are, they must be, and cannot be
anything other than figments of my
imagination. Aren't you?.

Reader: Yes but what you won't ask
yourself is why your imagination
figments in this way. Why this, why
now?

17 Something like that. But can you
not do anything to bring back my pal

“Text? Tear out pages, put in blank ones,

give him a chance to carry on this
conversation we're having. Or write
him in ink over the author’s texr,
scribble on his silly map as it were. It's
important — there's something | want to
whisper to him. We've heen getting
presty close over the last few pages,
and ...

... Text: Hi, Footnote, or should I say
loyin view of your status, What do you
want to say? Whisper away imd I'm
sure the Reader won't try to overhear,
although the author’s a problem we'll
return to if I'm not mistaken.

Footnote: wswswsws(wiwswsws(s)?

Author: Please, this is most un-
settling. Isn't it my hand on the
paper? My name on the flyleaf?

“Intellectual property rights duly

assigned? Surely I know who 1 am or
1 can't ask the question ‘who am 17
Or is there some terrible mistake?

Reader: | think you're beginning to
get the hang of it. You can be quite
sure ‘in this day and age’, as the

‘Prime Minister puts it, that the

capitalist nature of your material
relations to this text are well secured.
But your nightmare is that you can-
not control what goes on within
these relationships and even because
of them. There is a hidden logic of
anarchy in here, or there will be by
the time 1've finished with it. There’s
no doubting your continuing desire
for the hegemony you call autonomy,
but there's good grounds for doubt-
ing your ability to ground that hege-
mony in an ideology that anybody’ll
take seriously.'®

Text: (s)? {w)? (sw)??!
Footnote: (sw){sw){sw} xxx

Author: How long do you expect

readers to put-up with this nonsense?

Reader: Shut up. It's fascinating.

Text: | think we should let the Reader
know ... Reader, we've decided to get
married if that’s OK with you. You
won't scribble on us will you? (7)

18 Footnote: Well I've got a foot, and
I think the world of Text so we'll just
have to wait and see what turns up
under the covers.

19 Text-note: Love you, love you,
mmmm. Oh! ves, quite right Reader.
Shurmann, that’s the one that comes 10
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Author (8): Well, but these so-
called ‘disappearing” hegemonies are
worse not better. End of history? 1t’s
not as if the meta-narrative of late
capitalism has given up the ghost
(cf. Fukuyama, and what an appro-
priate sounding name for the
advocate of the new global capitalist
ethic). In fact, from a modernist
point of view history’s gone into
reverse. Look out of the carriage
windows these days and to your
astonishment you see grammar
schools whizzing by, followed by
some palitician’s vomit about warm
beer and old ladies on bicycles . ..
even the beef in the supermarket is
called ‘heritage’ as a guarantee of
‘quality’ . . . another ten minutes
and we’li be back at poorhouses
and the stocks, but calling them
mansions and empowerment
apertures. The British twentieth
century begins to feel like a day-trip
into democracy and social welfare.
But why am | letting you drag me
into arguments like this? The point
still is that you're all happening
inside my head. - .

mind. The principle of this age is
anarchic. The collapse of the meta-
narratives is in itself radical but
undecided, (perhaps as yet} has
undecidable implications for both Left
and Right. That’s why we have to keep
playing it from the margins and from
different margins as we go along. So
there's plenty left to subvert, Just do it
without the illusion of some utopia vp
your socialist sleeve. And recognize that
sooner of later, every margin becomes a
worked out site for resistance and
collapses on itself. (8)

20 [ know, I'm going to join Brackets
Anonymous.

Text-note: ... he's mad, quite mad,
hearing voices, care-in-the-
community job . .. au-thor, o-ther.

Reader: | don’t know. Author and |
have more in common than perhaps
you realize. And you too, maybe. |
remember once sitting in a railway
station, feeling surrounded by lives,
all of them my own but none of
them me. | felt | was their irresolu-
tion, a f(r)iction2" between . . . |
understood them as entities but felt
them as discrepancies, a kind of
parallel with the sorts of disjointed
and interrupted snatches of conver-
sations that you get on trains and
in.waiting rooms. They combine
intimate spaces with social distance,
so that you live as a stranger within
other people’s conversations and
after you leave the train their con-
versations continue to trickle out of
your ears (as Musil said). Well, it felt
a bit like that when | thought about
the fragments that brought me to
that station, that platform, and of
course that hoarding. ‘De-construc-

tion. Everything else is cancelled.’!

21 Text-note: We're getring worried
about you now. It seems to happen to 4
lat of *people’ as vou inscriptions like
to call vourselves. Perfectly OK when
they're reading us and sticking to a
close reading of the text (a textly
reader), but once their minds begin to
wander ... . it's what they get up to
between texts . . . they start dreaming
that ‘world’ outside rhe text again and-
hefore you know it they've noticed it's
big, got scared, and invented god again.
If only they'd realize;. we are their
listening god, the only ebony they need.
(&3]
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Reader (9): Let me explain what it’s
like to be out here, between text and
context.??

Reader (10): But Lie also said: ‘it
was never our wish to extend the
reassuring notion of the text as a
whole extratextual realm and to
transfer the world into a library by
doing away with all boundaries, all
framework, all sharp edges’(Kamuf,
199}: 257). So it’s not as cut and
dried as that. And you can't cite
Derrida as if he were Leviticus. |
prefer to think of context and text as
'part of the necessary contamination
of insides and outsides’ as Kamuf
puts it in relation to deconstruction.
And everybody in this thing is for
deconstruction - even the Author
plays with the notion, if only to
parody its reverence for writing. So
we have to try to think a relation-
ship between the two that isn't a
denial, or a polarity, or a privileging,
of at least not to begin with. |
thought Text and Footnote were
getting close to an interesting
analogy way back when Footnote
asked if their conversation wasn‘t a
kind of ‘rippling effect’. That made
sense to me as a notion of engage-
ment, because it was fluid, a play of
sand, sea and air, a seascape rather
than a landscape. Waves and
currents not hills and contours. And
not sea as fluid so much as the fluid
relation of the fluidities of sea and
sky.

Author: I've seen this trick played
before. Polarities too crude, not
flexible enough, reality more

* complex, inter-related, mose intri-

22 No such thing. Definitely. Derrida
said so: *nothing outside the text’. Stop

cated, imbricated even (and non-
existent) than hitherto realized - yet
all you end up with if you go down
that road is wishy-washy talk that
doesn't really do much at all. Why
shouldn't we stress the play of
opposites in our world? Isn't it,
along lots of dimensions, getting
more extreme, polarized, contrastive
in nature? Think: black/white,
rich/poor, old/young. Within
countries, and between countries.
Isn’t that what giobal capitalism
does? (That forgotten meta-narrative
- how did the mouse of postmodern-
ism come to forget the elephant of
global capitalism?) Aren't these
things sharpening as contrasts? -

Reader: Certainly, there’s a world of
bellies out there that are empty or

“full, people shot or cosseted irrespec-

tive of the words we use to trickle
down on their or our condition. But
it's how we write about these things
that delivers them for thinking -
that’s what's at stake. We shouldn’t
think of brutal facts as somehow
trivialized by mere words. There’s
nothing inconsequential about the
words ‘take aim, fire’, ‘cut aid’,
‘undeserving poor'. They also kill.
Such events are discourses’ precipi-
tate, as Austin argued. The second
point is that we have to work out
new ways of thinking about these
problems. Such differentiation is also
accompanied by greater homogeniz-
ation at the same time. Categories
like local/global leak like sieves in
the globai economy. Who, now, is
the ‘subject’ of the human sciences,
and what is that word ‘scierice’

that nonsense. 1t’s very offensive to
Texts the world over. {10)

... The mourning after the knight before . . .’

doing there? And the meta-narrative
cures for such oppression have iost
their conviction - there’s a lot of
pessimism around about there. Or
optimism if you don't fancy those
sorts of blinkers any more.23
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certain loss of style. No doubt they'd
nvert that in the usual ever-so-precious

" way and call it a stylish loss of certainty.

But F'll be back, they’ve not heard the
last from me. I'll not fold for them.



APPENDIX C -’Introductory letters to principals in Grahamstown

RHODES UNIVERSITY

T ¥ Grabamstoum « 6140 » South Africa

' EDUCATION DEPARTMENT o Tel: (0461) 31 8383/4 o Fax: (0461) 2 8028 * mail: educ@eroc a2

THE PRINCIPAL , 24 Pebruary 1997
Victoria Girls’ Primary School

Beaufort Street :

GRAHAMSTOWN

6140

_Dear
PARTICIPATION IN ENVIRONMENTAL EDUCATION PROJECT

I am contacting you in. order to establish whether your school would like to participate in an
Environmental Drama Project. The project will be undertaken and introduced to you by a Master’s
student. She wishes to investiqate the.advantages of teaching Environmental Education with the use of
dramatic technique within the curriculum of the arts (drama, music, art, dancing).

Part1c1patlon on the part of the teachers w1ll be strictly voluntary. All teachers who feel that the
arts and/or the environmnent play a part in their teaching are invited to join. The project will
consist of a workshop for teachers, followed by the teachers using the skills that they have learnt
during the workshop, to-develop a program for their class. This program will be facilitated by the
researcher. The results of the program will be presented, as a production, to the school, and later to
the broader community during World Environment Week or the Standard Bank National Arts Pestival. All -
proceeding accumulated during these events will be shared with the school.

. The project hopes to demonstrate the capacity of using drama as a learning tool in regard to
environmental education and its potential to create awareness to the broader community. It also wishes
to investigate establishing a potential drama group which will continue to explore topical issues of
this nature. The results of this research will contribute to the EECT (Environmental Education
Curriculun Initiative) by developing ways in which Environmental Educatlon can be
introduced into the arts within fornal education,

We hope that you will see the value of this prO]eCt and be able to q1ve it your support Please do not
hesitate to enqulre for further 1nformat10n

Yours sxncerely

Dr Eureta Janse van Rensburg
Murray and Roberts Chair of Environmental Education

Td 10461 P3VRIIT « Fak; 10461 35039 « c-mail: registrari®ruac.za
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RHODES UNIV IVERSITY

Crahamstown » 6140 South Afnm

o Fax: (0461) 2 8028 o ¢-mail: educ@croc.ru.ac.za

EDUCATION DEPARTMENT e Tel: (0461) 31 8383/4

THE PRINCIPAL 1 February 1997
Tantji Primary School

Beaufort Street

GRAHAMSTOWN

6140

Deag . .
PARTICIPATION IN ENVIRONMENTAL EDUCATION PROJECT

I am contacting you in order to establish whether your school would like to participate in an
Environmental Drama Project. The project will be undertaken and introduced to you by a Master’s
student, Jane Caroline Burt. She wishes to investigate the advantages of teaching Environmental
Pducation with the use of dramatic technique within the curriculum of the arts (drama, music, art,
dancing).

Participation on the part of the teachers will be strictly voluntary. <All teachers who feel that the

arts and/or the environmnent play a part in their teaching are invited to join. The White Paper om

Education and Training calls for Environmental Education to become a "vital element of all levels of and

programmes of the education and training system". The project aspires to help teachers achleve this by
. sharing with them the skllls of environmental drama within the classroon

The results of this research will contribute to the BECI (Env1ronmenta1 Education Curriculum Initiative)
by developing ways in which Environmental Education can be
introduced into the arts within formal education.

We hope that you will see the value of this project and be able to give it your support. Please do not
hesitate to enquire for further information.

Yours sincerely

Dr Eureta Janse van Rensburg
Murray and Roberts Chair of Environmental Education

T Tel 10461 1731-\'} 11« Fax, (0461125049 « c-mail. regisirar@ru.ac.za
clot 4 ol X
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APPENDIX D - Exercises given to the teacher [ was working with. ” -
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“_CW\\\ ton, Ner | Drermoucla NOkes 6" Tecchkars
COEAMALDE TEAZ N FaCILLTOrLor wofek i s C\cu!‘)

TNTRUGIUCT I 0N 0 IMTERIT 1V LEARN G
Creative teachang Jdoepends on the anteresLinn icimeoen Leacher
and student. The way we Lteach 15 a refloction ¢ now we thing
people loarn. IT we chowse Lo toearh sheough o shatfting the
responegrbility for Lhw “knowledae’ cxplared and gaiped into a
tro=way enchange of intormation, ideas and skillsy we are
agreeing Lo share the intention to lesrn.  The students learn
persona].fuupunsibility and selt-direction. The teacher ’
agrees o Tplay’ owith hershis sluden o GG LUANG and
quiding aubornonauys actian. h OO a shaft in tho
relationship between teacher and ctudenio. and hobwoon
teaching and learning. )

E

The leachoer needs Lo concader whok B fher per comal v alues
are, a4 those helicri are tho onder Ly itoncerns tnat
motavale hais/her Turde vl ws L probal, )y Lo vhnt vors want L Y
cludanits Lo wRPerLence e thear clbasa, The quhilty f o

Tives detorminen Lhe gual Dhy of g Loaciirng. e teacher

- should tharetore bes -

+ ioinragd: pradaent, goentl)e

¥ oaware o7 the potentials .1..(1 Fimaboalacans of hersham seld and

the studen b,

Rt auada an

poOssibilit:

students.

¥ be o criltical lizte

¥ be interested in iating mcaning and chalce

% be detinite in h objective: so that there can be

freedom within defined limits

t do adequate preparation and rosearch to AATorm & concroebe
and Tlesible lescoun plan

Fooreete o structured, safe enviromenc, in owhiich the

spontancous "give and take" betwsen ol) mesbers oo

aroup will develop thewr NI Conotacuibtiess  late-skillg

and déclsion~making Crenrpthe.

bus ld Lrust witioan pogrdup through worl

sel Lhe pareacters o trules” Tor horshas clade This will

oo Jetermined by caretul contral of vour signal ), verbal

and non-verbal. ve aeray and el tadd vital! Lo Tl

> oprosote selt-ditscipline and convidoence to cxperimant
discover, wheaeri there is no right ood wrono.

¥ teach the conceplts uncerlying the mernvmuutabn.ur noviemen|
slovwiy and simply whon they starl oo that fthoy will tee)

contidenl and bi more able to apply these to the abstract,
tictional tasks set up by the teackor i1n later worl.

3 teach these concepts tivough denonstration and not
imitation. JThe students should have an apprecietion of
their teacher’s skill from watohing -her/him move, but

“should be encouraged to develop their own stvle and
interpretation. U
develop strength, dlezabuilaty ard stamina throunh
repetition and layering of skills, approaching bthe same
concept from. many ditterent anolos :

1 involve students in Lhe critical celoecilon and wrdering of

1<

to teoablde to vespoeed sreshlby o all the
Ar s, Ao cwelbane teo Tplans W kh o youe

iy habiits that
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¥ never talk down, or.undermine students’ contributions.
Imaginative use of the voice and dramatization is a key to
holding vy student’'s attention and creating a need for
the doing uf the tasks at hand.

¥ accept laughter as a natural response to talking about sex

X Look them in the eye and support what you say with valume
and intent. Your conviction will evoke a seriousness and
determined grappling with the task or problems at hand.

¥ emphasise positive messages rather than negative ones.

X encourage observation skills and specificity of response.

¥ develop clarity and detail ‘in the work

¥ evaluate yourself and the lesson so as to kegp honing .

your skills of interactive communication; structuring of

legsons and on the spot .thinking.

Music, teaching aids, rhythm-work, and own sound are exciting

additives for any lesson. Students should be focused

consistently on the relationship of breath and movement, and

how sound makes an action more powerful than 1f you do it in

silence.

Small group work involves more students directly in the set

tasks and develops confidence in peer education.

Interactive learning then is about seeing and understanding
the relationship between things. This includes the direct,
inter~personal relationships between students and with the
teacher; physical relationships between body and mind, action
and space, information and creative realizationi as well -as
mare indirect relationships of senses and learning, status
and identity, body lanquage and. intention.

Sexualxtx Education is a difficult subject as it is personal
and often involves complex questions of choice and feelings.
As more people become infected with HIV you need to develop

tolerance and positive attitudes to living with HIV and Aids

in our lives and in our community. Prevention should be
emphasised through promoting a range of choices.

As. part of DramAidE’s intervention we would like you, during
the time between this visit 2 and our performance in visit 3
to follow the following suggestions for classroom activity.

Flease consult the middle section of the booklet "Cpen Talk"
for guidelines on role-playing etc. This work could provide

material for your drama in Open Day.

_LESSON 1:

1. Read the "Understanding and preventing Aids" information.

2. Discuss the difference between Aids and HIV.

3. Write a letter to the editor of a popular weekly magazine
for teenagers expressing your views on what you think
should be done with HIV + people.

4. Use the short story to discuss how to accept HIV in our

lives. Create a short role-play or scene to illustrate the

biggest praoblems with discovering that one of you have
been infected with HIV.
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ng the moedium of the whole person (::)

the voice and body
- space and objocts v
~ time and process
- action and interaction Lo MR

It is a shared process. It requires that you think on y o
feet, being responsive to the ideas of others and to the cues
and -signals they send you. You negetiate your role as you go,
accepting or modifying offers that shape your character.

The situation chosen functions as ‘a SYMDOL ~it is. the_frame
for action that oaplores vour theme or sabject.
. . .

In the process af tinding meaning, of malking =sense of tihe
situation, symbolization has particular zignificance.
Our ability fo represent experience in syunbolic form is based
N oour use and understanding of 1angua§u arnd gesture. In
assesing the actimg-out esperience it is important to -
consider the details of youwr character’s develapnent in terms
Gf what is represented on the real and synmbolic level.

The negotiation of meaning cccurs on 2 levelo:

1. THE REAL. LEVEL« the real sccial network of the oL
underlies and informs the issues thal arise. .

2. THE SYMRCOLIC 'LEVEL: the symbolic situation may become the
vehicle thirough which personal motivations ahd ilopul se
are expressed. Individuals may find a froedom in o role
to express things they would not have done  in thelr normal
context, . :

r
The process can go in any direction.

When croeating a fictional context consider these points -

- Ain I aware of how | use my voice during teaching? .

- How can 1 feed information while apparently asking for it?

- Have I clarified the simples{ starting point?

- Have I considered the stages in building the belief in the
authenticity of the work task? }

- Have 1 divided the work tashk suitably?

- Have I thought about how and what symbolic material will be
used? '

- Students should be given the opportunity to work in small
groups as discussion about the work is part of the
development. also cross—reference belweon groups could help
the work continue later. -

- Can 1 tolerate not giving instructions and answers before
people have the chance to find their own way?

- How have I encouraged evaluation and celf-criticism biofuren
all to take the action forward?

ROLE - PLAYING C...ES

1. Get into groups of 3 and decide who is A,B, C.
Each take one of the roles listed (you make up 3)

eg. A. Traditionalist:  "Do you remember the days when we
belonged to our own King...
B. despairing parent: "I don’'t knoow why my child is
has no respect. We fight all the time..."
C. Enviromentalist: "There is too much pollution in
the air. We must stop all the fires...”

A talks to the other 2 group members who are not in role
Then B talks, the en cC.

2. Negotiating the role

Form pairs A and B.
A must think of a situation,- then approach B and start a
role-play. A must make clear-- the identities of A and B
.where they are

. - what they are there for
Stop after a few minutes and discuss how clear A was 1n
giving B signals and info.
B offers a new situation. Discuss.
Now A offers a new situation but B should adopt a
physical position that A must take into consideration.
Repeat with A holding a posture and B making the offer.

Hays to gain their :

1. develop a relationship with the students.- be interested
in them as people. sometimes it is neccesary to maintain a
healthy distance between you and the students so that they .
look up to you, but personal attention to why they are
late or tired will win their commitment to the work.

. Maintain a high level of self-awareness - your ability to
percieve the dynamics in the group will make them realise
you are not just there to tell them what to do. The
students will always test you - accept them as they are -
don"t try to be too controlling or directive, turn the
mess on themselves so that they can discipline each other.
But if you need to stage a walk-out or get very angry,
threaten to leave... do it, but only if you think they
don’'t want you to go.

Try to understand what they like about you as this will be
a way to win their trust. Their involvement in the class
can influence the development of discipline and respect. .

2. Have rules, codes of conduct for coming into your class.
- use a’'rituval warm-up to focus them all in to the work.
- develop a mechanism for bringing order back into the
class. eg. a sound, wave a red flag, your silent
standing in a specific spot. etec.
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Luild in their minds a fantasy of whot you are all v
with in Lhis class, why it.is differcnt Lo other elsases,
1ift the learning cut of the everyday Lnbe stielhido
special. mol ivate wed Sanples Lhe e cubar LR s

lm.‘hl. G ity bl s i licheoipere oo . Lo

T TR T TP S IPRVPI NPRUS I deve lop their skill Lo take in new
instructiens while still moving and limit the transition
time betwean activities. Start with exercises that hesr
immediute results so thai Lhey feel 1ike they are Jeosrning

something wnd lmproving. Build # need Lo odo well.

Include thfm in the process of decision-making -
negotiation of meaning - how do yon ovoke ownership of Lhe
material so that students learn self-direction?

Correct threugh the use of touch - move their bedies into
the correct place. This inspires trust and Breaks down
inhibitions. When talking about-phy;icul actions be oloar
and simple.

Encourage specificity. it is nobt good. enough Lo have o

vague idew. you must make Lhem really beljeve in what Lhey
are creating. Commont o what you ser thion codingg or

showlng .

Hith dance skill development nse good nusic, good
selection of steps, and PRAISE!

Include them in the "*c,mcnt process oo Lhal all. know
what the critaria are. Develop a olimate nof hxalthy
criticism of wsch other and themselves so Lhat Lhey fee]
they have spme coutrol over the order or chaos.

In reflection on what has happened, look [or acllve Wuvs

of doing this - sitting In a cirele talking wan kill their

enthusiasm.

WORKSHOP 2 - PHYSICAL IMPROVISATION : Structure II

ORGANIZATION of time, elewents, tasks, activity should have
an interweaving logic. Creativity is not linear., nor does it
relate to stages of developwent. Rather see it as a
simultaneous growth by means of ever more complex
interweavings. It is nmade up of intermittances, crossroads,
1mpulses countetlmpulseu. It is organic. It is a context.
[t is order without ‘order, a wultiplicity of logics.

Improvisation requlre a mind-body technique. It is
ccesary to develop a series of wovemeuts or actions that
«avolve the body, voice and mind in an engagewent with the
skill of the action and the sense-being of it. Focus on what
the body is doing, how we do it and its expression in space.

WARMUPS :

continuos flow ex to ewarm prescence = body-wind in space -

head, spine, breath, oppositions, echoes.

1. Balance the world (working with imagery)
* weight orn both feet.
IN BREATH: move weight over to R, arm up on R as if hand
is holding the sky, arw down on L hand pressing the
earth, L foot dangles.

* OUT B : through ceuntre, arms hold the ﬁorld .....
* IN B : to other side -~ L arm up, R arm down, R foot
dangles.

¥ continue for cycle of ten bredthu, working through
centre floating and still extensions. Also focus the
opposites of strength and relaxation. Inner reflection.

2. gwings - arms, with suspension, legs with long distance :‘

aims: balance, control, rhythm, release of tension )
3. zghakes : hands, shoulders, head, voice, feet, legs, water}

off a dogs back whole body. . : :

aims: loose free body, open voice '

CREATIVE FOCUS HORK

sensuous, kineasthetic exploration of theme : WATER

4. gesture-asaosiation-atory circle
communicate ideas about water from one to the next.
aim: body language, sound, give and take of meanlng,
commitment to expression.

5. nirror = pairs explore dialogue of being a water
drop. Develop their inner awareness of accuracy to the
imitation of the movement and analysis of their own

body-sound inage to

»

z
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responses to the image-wuscle exploration, without
imposing. let the study be real.
aims: seeing what we look at, visual dialogues, detail,
observation, synchronisation and accuracy.
pair work - using breath as the energy and subtle
communicator of the exchange, the giver and take.

6. imaginary journey : in pairs, blind person is led by
another using & specific sound on an imaginary journey
either to a destination of water, or through a water
medium. ;
aiw: develop the senses, esp hearing and awareness of
space, and sound communication, builds trust, sense of
group. imagination and reality.

BEEhEQ[IQﬂ: ’ ' :
discuss: eyes closed is often terrifying. talk about self-
centredrness, ablity to feel free to respoud, feeling in
control of self and trusting partuer.

BREAK

EDUCAT IONAL CONTENT WORK:

CONTEXT : landscape of drought

Tribes - develop own tradition

what defines your borders?

ideological values

what is your economy/livliehood based on ?
what is your respounse to the drought?

* o X ¥ 0O

Using the material you have brought with‘you, create a
presentation to put forward your views, suggestions and
demands about the current crisis for TVL "5 "SHOWCASE 7, a
commnity programnme focusing on ‘real issves’. The local
filming is being held today in the City Theatre. This

‘proposal has to be presented in physical and vocal images

as the show is broadcast for all language groups.

NOTE: As organiser of the SHOW try to influence the different
groups toward a conflict situation either by encouraging a
difference of opinion, or diswissing their input.

Doris Lessing wrote * ... the moment any child was left
excluded frow a full and feeling participation in the
governance of its city, then she or he must become a threat
and soon there would be decay, aud then a pulling down aud a
destruction.” .

Aunounce the beginning of the srceemning.

Evoks & tension by favouring one of the groups (ouly one gat
tea). This will provoke a tension. Hhen the one group has
presented announce a shortage of tiwe - unfortuneatly the
other group will have to be cancelled but thankyon for
playing.
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GESSION 7 : : ' Q. CHOSING O i iy
1. RESEARCH ' ' —- PREITIT

a. WHO - group : age, number, boy:girls, year level. : ")) the content L possable ideas within the topic or
b. WHERE - teaching space : indoors, outdoors, electicity? bl things you want the student’s to learn. CL-
c. WHEN - how many lessons, how long, what time of day?
d. WHAT - educational material : curriculum requirements e e e i v

- o : response to material - ’ - TOFIC: water cycle b
e. WHY - teacher’'s objactives : what skills, information, : .

etc. do you want the students to learn? ' CONTENT: water storage, pure/impure water, evaporation,
f. WHY - students’ intentions : do they want to learn? ‘ : ‘condensatiom; acid rain.
N 3.

do they like and want to dance?

(ii) the possible tasks, games, exercises you could use

who: Std 5, boys and qgirls, R to explore'thesé.

where: in a classroom with loose desks . ) (select these from the resevoir in the workbook)

when: general science class . . . ' . L

what: syllabus information and experiments (iii) always identify the mqvement or drama objectives
| ‘in textbook (see worksheet) . . ) (see elements of dance and elements of drama)

why: % Enyiromental aAWarencss

¥ increased participation and. enerqy
levels in some of the children who are
hanging back enis of drama
develop physical expression . The elem
overcome budy concCiousnys

I i

driven by

CONSIDER: ’ ) ’ ’ » An dran.\as are _ficlional modf:.l_s- of

| real life human behaviour ]

”*

tram teaching with other teachers in a school. . d
% research — teacher and student proparation, selection, direcled by.
and application. '

age sulitability of material and enercises.

¥ language boundries - gender and logocentic concepts are

embedded in our language. Be conscious of what attitude or

values you uphold through your use of language

>

2. FINDING THE TOFIC

made sxplicit in

You know what the teaching situation is; whal the
curriculum requirements are; and what youwr objectives are.
You now need to choose the central jdea or topic you wish.
to explore in each class. You should also decide how to
structure the classes into a series of classes Lhat
explore the subject from different angles.

language

]

Llutsd

‘ y ’ ’
. ey. If the subject is WATER, your specifig locreale :
topic series could be i .
class 1: water found in nature v
class 2: water Lranapsr i

HELOE Ly Lo

i . N
e . : ) . which logether create
| the whole experience of

| dramatic meaning
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b. choosing a structure : Structure 111 - story-tollling

RITUAL WARM-LY¥ : % balancing the world
. X swings use images aof water
. . ¥ shakes erjoy the extensions in
NARFATIVE ACTION: : story-telling . ¥ falling meving

ta

COMTEXT ACTION: finding an activity Lo enable the group to .
engage in a4 fictional situation that will provide the
framevwork for the class expericnce. (see Acting Out Moles)

The Water Cycle

aims: ¥ content integration : ’ . -
1.4 images an a rhythm: V'he teacher shows the students CONTEXT: ANIMALS AT & WATERHOLE
body images for each of the following words, asking for . ' .
definitions for them as she/he does this: B aima: ¥ thrill of movement - action, space and expression
water vapour, condensation, evaporation :
In a rhythm of I claps with all chanting the 3 words, ) o ’ 1. character by ball - use the body position you find
the student youw point.td strikes an image, the 2 on o yoursel? in through trying to catch the ball to create
either side must strike other images without doing - . . ©an animal. Move around the circle in & laugh, a cry,
the same image. IT one mal & aistake, they rfall out . with anger.
inta the centre of the circle to help you decide wha - How do animals CDmmunzCute*
is out nest. This is competitive but inspires focus. - ’ . What kind of signals/signs are used?
TENSION: developing a conflict develops relationships in aims: ¥ physical expressién - image and symbol
the story—line, offers jproblem-solving tasks, and shapes ] ¥ clarity - intention and body language
the drama by building in constraints. It . 0 develops . i
group co-operaltion. . : 2. copy the expert - Choose one tlear body image that

symbolises the character and its movement and repeat
in a rhythm. We are all going to copy each animal as
you are all experts of your species. This can be in a
circle or move around the room in a line.

almyz: ¥ developing an urgenr,,nued tu b Lnevolved
through stimulating t! enclional response Lo
e sl bua ‘-:ltl_l'l
# acting-out : use of languagje regizter (zoo notes)

t

£ use of teaching adiin. aim: ¥ body consciousness ~ status and role
: ¥ building the fictional content
2. the role gircle - A Greenpeace Ingpector (teacher—in-
role or you can choose a student who has done the Discuss deaning of ¥ enviroment
research — use costuming to build belief) asks : ‘ £ habitat
questions of the group of animals (students in rolej). .
These questions relate to the iegnsion being introduced: : 3. 24 hours - Moving through the 24 hours ntht day
the humans are about to dump toxic waste further up® the cycle each student explores the reality of ‘their
valley and this will seep into the underground water animal-character with scund and interaction. The-
supply for your waterhole. - ) teacher guides this by calling out the times, .
Discuss how water travels undeorground and various ways . creating the atmosphere and encouraging deeper
it'can be stored. (use material supplied hy dreenprace engagement with the context and with the use of their
Inspector from his/her Lriefocane — dilagran, map ot Lhe bodies. Encourage the students to consider Lhe
area, phaotos of the effects oo grouwnd, people, plants, relationships between the animals according to their
animal £) ) ) . status and survival needs.
What dees this dunping mean for the cnviroment? Information about the water cycle and acid rain
How do you fewl? ' should be -introduced into ’he;r erploralion Gf the
What will the possible effects be for you? animal’'s living cycle.

é;m: ¥ documenting information for clarity

. drowalk. xtddL ivstify ~ walking around the room, call
¥ involving those who haven’'t spoken as the drawers

freeze. 1n this self portrailt each one should say
who they are and why this waterhole is important to

3. collective drawing - The Inspector suggests you draw a them. (use their bodies to show status and character)
picture to map and describe the situation. When.a X

)
:
student suggests somethxng they should get up and draw‘l ] ] ] .
it in. ! :
' 1
4
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b imdiang bhee end peecinon Ui et gt e el ra il
=ihaak g .
¥ detall of creative realization . o
Lo osilide ghow @ a series of freese-frames cen bo created

CREFLECTIVE SOTION 30 & varlety

at any puint’in the process to

X articulate what is happening
action

% step aside from the material

of techniques can b used

underneath the physical

and take stock of meanings

and 1ssyes

that emerge

to illustrate & presentatjon the communitly gill give to
the ‘ '
t

local govetnment council- to communicati blw:ir
problems and their pozsible woluticns. Chonse 1 or 2
narrators who will do the presentation. )
Zohat geating: O chalrs are used o andicate O Che. o lers:
the TV intorviewer and a represenlative from Lhe
community at Watcrhole.
An antervicw wall be conducted o examine Lho ciluation ’
al Waterhole and Lo leok 1or poseable suggestian: or .
resolutions to the crigis. '
When one ot the people in the chair oare tagoged on the
choulder they zhould leave and comeunn clse from Lhe
should jump into the chasr and ausuine the
aracler. and continue thoe {ome convoersation whoere it

haes left off.

Encouwrage: & altlention Lo teady e

araclior

& continuation of L undorlying atbitudes
Yomarnbenance Of the lousce of bhe anlerview
Zooconduclorn @ each character choc ore thing they feel
very concerned about and the grous creates a
composilion to express Lhio., The conduclor of Lthe choir
indicates whin L darfercnt voices come in, gei lowder
or £oafter, and concludes the pertornance.
EXTENSIONSG 7 FOETIC ACTION:
¥ detine moments af learning
£ look beyond the main storyline to braan row/ obhor
perspecltives to the work ) !
¥ helghten awarenss of form and siructuring
* create symbels, key—images to wmpheg tha drama
¥ analyse and esplore crafting of Lhe speech and movenent
skills -
¥oencourage a refluoeiavity :
¥ indicate hew much is being abzorbed by the students
T . 'T
Variations Tor group tazks around the toplo:
= physical interpretatzon of Chee MWaber Cyoioe stringing the

a0t
R Y EN
voas b

Lusgyio L
broadoant
agube inlko ok oot
- freere-fram: ol the problen -
- 'énact the story ot “Ticdalil
- devise novemont

wilbln

thee

i L

I e T

ELRTFTH

plaEan
L

VEAUWS AN
the Frog’

combination using the given réqulruments
to 1llugtrate the harmful efrtects of Geid rain.

TR R TC IR NTE R SR L PR A T

the

head

!

2. a questicnaire with return addressed

% deepen the inner—-thinking of
record and transform pieces
a possible end-product

use as a way of continuing the process

class

the attion
you want to hold on to for

L

from class to

di Lonary: using & made-up language that only refers
to the water cycle -- one person gives a word, the ne:xt
explains the meaning of that word saying if it is a
verb, noun or adjective, and the next uses the word in
e this to revise what-the students have

a sentence.
learned .

=, : the class stand in &« half moon and
ctory as the teacher polints to different
memnbhers. It one hesitates, repealts ur makes a mistake
&ll the others shout “DIE!'" This provides a tension
that is fumn and inconsequential but only use this if
the threat of being wrong and competition is fairly

resolved in the group.

R1TUAL COOL DGUWN :
class will
learned and

Focusing the enerqy at the end of the
build their sense of a whole, that they have
shared in that time between the rituals.

In a circle, holding hands, wallk into the centre as you
inhale, and retreat as you exhsle. Do this a few times.

Discuss the workshop

% effectiveness of the various stages

¥ personal response to acting-out/ improvisation
¥ suitability for Std 5 level?

EVALUATION of the course :
1. interview game -~ Expert Double Figures
- to examineg within a fun, performance genre what
partigipents feel they have gained in doing this mini-
course, and what criticisms they have of the content,
struclure and methodology.
envelopes will be
above reflection or
allows.

distributed and possibly used in the
in a brief group discussion, .if time

FLEASE RETURN THESE. THIS WAS A FREE COURSE DUE 10 IT
BEING A RESEARCH FROJECT. WITHOUT YOUR CRITICAL FEEDBRACH
THE KRESEARCH WILL BE EMFTY. THANK YOU!



GAMES FOR ACTORS AND NON-ACTORS o THEATRE OF THE OPPRESSED IN EUROPE

exercises, in order not only to warm them up and help them she(} ‘ Wc retum then to the Real Image and the debate begins. Each
their inhibitions, but also to establish a form of theatrical commumon {-actor, one by one, has the right to modify the Real Image, in
with them. : ‘ rto show ina visual form how it may be possible to move away

During the following two days, exercises and games would be ",oc ‘put actual reality and create the reality we desire; thcy must
linked together and we would prepdre Invisible and Forum Theatre snoW the Image of the Possible Transition.
scenes. : Tbe spect-actors must express themselves rapidly (so that they

On the fifth day came the showing of the Invisible Theatre scenes o't think with words and then try to translate their words into’
and on the sixth,day the Forum Theatre presentation. i concmlc representations); the aim is for the spect- -actors to think with A

Contact with the audience in the Forum Theatre sessions wus . mu own images, to speak with their hands, like sculptors. Then the
always established following the same format: physical warm-up smtucs themselves are asked to change the oppressive reality, 1 e kS ;

‘and disinhibition of the spect-actors by means of ‘games and €Xer-. .o motion or in a series of freezé- frames. Each ‘statue’ (actor) -~~~
cises, then Image Theatre work, and finally the Forum Theatre piece .%nust act like a character in role, and not display his or her. own .
itself. The themes to be treated were always suggested by the group’ pcxsonal character traits. :

or by the spect-actors; I myself never imposed, or even proposed,

anything by way of subject-matter — if the intention is to create a. - v
: . , . 1ples of Image Theatre
theatre which liberates, then it is vital to let those concerned puty - Examp B
forward their own themes. And, as the preparation time was short, - ' I Love-making ’

we never managed to writ¢ whole plays, just short scenarios.
fn:Sweden, a young girl of 18 showed as a representation of

uppressxon a woman lying on her back, legs apart, with a man on top
uf her, in the most conventional love-making position. I asked the
spect-actors to make the /deal Image. A man approached and reversed
The technique is very simple. ' the positions: the woman on top, the man underncath. But the young

First the spect-actors are asked to make a group of statues, i.e.one  woman protested and made her own image: man and woman sitting
image, which shows in a visual form a collective perspective on a = facing each. other, their legs intertwined; this was her representation
given theme. For example, in France the subject was unemployment; of two human beings, of two ‘subjects’, two free people, making

IMAGES OF TRANSITION ~ THE BEGINNINGS OF
IMAGE THEATRE

"93papnoy :uopuor| 's.lozov-uovauv sxozéV 40f sawvn) ‘661 "V ‘reog wo».lg

in Portugal, the family; in Sweden, male/female sexual oppression.  love.

One after another, the spect-actors show their images. A first group ¢

statue §cu1pled b)f a spect-actor is exhibited; ?f the \:vqtclming group, o "2 The family

collectively or as individuals, does not agree with the image presented C

a second spect-actor remakes it, differently; if the audience still only In Portugal, someone depicted a family in an inland province: a man

partially agrees with it, other spect-actors can modify the original sitting at the ‘end of a table, a woman standing next to him, serving
. statue, or complete it, or build another, completely different statue. him a plate of food, and several people sitting round the table. A .

The goal is to arrive at an image which represents a consensus among young man from Lisbon made almost the same image again, except

the participants. When, finally, everyone is in agreement, we will that now all those who were seated sat on one side of the table, the

have arrived at the Real Image (that is, the image of reality, the world left-hand side, leaving the right-hand side empty, and everyone —

as it is), which is always the representation of an oppression. apart from the head of the family — was gazing at a fixed point: the

The spect-actors are then asked to construct the Ideal Image (the television. The same theme in the United States had been shown in

image of ideality, the world as it coudd be), in which the oppression the following way: a central character seated in an armchair, the other
will have disappeared — the representanon of the dcsxrcd society, in characters sitting on an arm of the chair, or on the floor, or lying flat
which existing problems will have been overcome. . on their stomachs, all with plate in hand, all watching the television,
2 " : . 3



Detective: (to a fifth student) Who saw the fire first?
Student 5: I did.
...and soon.

5 Run this invesligation as quickly as possible, and cut

after two or three minutes, when the role and the incident
have been made clear.

6 Repeat this exercise with new delectives and new
incidents.

posture (eg ‘Julia, watch out for the doctor. Call me the
moment he arrives.’) Cut after two minutes and discuss
your roles. '

7 Repeal. with A holding the posture and B offering the
situation. : ‘ '

ity

3 A’stask is to think of a situation, then approach B and

14"

~,

e
B You will nced to negotiate your role

.As you interact with others, you will have the opportunity to
accepl, reject or modify their attempts to shape your charac-
ter. If, for example, il is said to you in role, ‘Ah yes, you drive
.that green Ford," you have a choice of responses. You could
reply:
‘Yes, I've had it two years.” (accepling the idea)
‘No, [ haven’l even got my licence.’ (rejecling the idea)
‘Well 1 have been driving a green Ford, but it's my
parents’ car.” (modifying the idea).
This negotiation of the situation and roles’is an important
and necessary step in all drama.

1 Form into pairs. Decide who is A, who is B.

2 A moves away from B and stands somewhere else in the
room. :

start a role-play. A will need a few seconds to'think of the
first line. Straighlaway A must make clear:

e the identities of both Aand B

s where they are

o what they are there for.

4 Commence the exercise. Stop the role-play after two or
three minutes (no longer!), and discuss how effective those
first moments were. B: did you get clear signals from A?

5 Repeal the exercise with B offering a new situation, Cul

after two minutes. Were the signals clear this time?

6 Separale again. This time B will adopt and hold a
particular physical position (eg staring out of the window).
Repeat the exercise, but now A must lake inlo account B's

Developing role

Stepping inlo role is a little like an actor working lo create a
characler in a play or film. However, actors develop more
than just a set of atlitudes — they need to build a complex
personality and background for their character, using a
process called characterisation. In improvised drama, our
needs are nol as delailed. As we adopt the appropriate
attitudes we say we have taken on the role of the character.

There are three basic aspects of role to take into account
when improvising. These are purpose, status and atlitude. «

7
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The purp S¢ of the role

. /
/,-\"' \ 's you develop your role, it is helpful to keep in mind the
- purpose you have in the drama. A character’s purpose may
change, somelimes quite quickly. For example a character
may slart by seeking help or information from a relative, and

end up giving support to that relative, who has just had a car

accident.

Roles: A: a young persaon your own age
] B: a middle-aged friend of the family

Context: A is calling on B, to ask advice about a
personal problem.
B is very shaken after just hearing some
bad news.

Management: 1 A: decide what your problem is—
perhaps about money, a girlfriend or boy-
friend, school-work, etc.

2 B: decide what news you have just
heard — perhaps a phone call from your
daughter, or some news on television.

- These should both be sensible ideas that
are likely to happen. Avoid being melo-
dramatic. '

3 Astarts the role-play by approaching B,
. as if calling. at the house.

4 Remember: you both have a pur-
pose — you need to lalk to each other —
but your purpose may change. Remember
also that you like and respect each other.

Qulcome: After three minutes stop the role-play:
B has to answer the telephone. Briefly
discuss with your partner whether you
each achieved your purpose, or had to
modify it. ' ‘

The status of thc role

A relationships have an element of power in them — this
means that one person has some hold over the other, some
special knowledge or a higher position. We call this status.
You have to consider your roles, in relation to each other, in
terms of status: will your role be of higher, lower or equal
status?.

BOGEEC T o LA R YA S 4

e Higher status: are you the monarch, a bank manager, a
computer expert, the gold medal winner returning from

the Olympics?

e Lower slatus: are you aboul to receive a knighthood,
needing a loan, needing your computer fixed, the athlete

sent home early from the Olympics in disgrace?

¢ Equal status: are you all being knighted together, all
bank managers together, all members of the Olympic

team?

Your status will affect your manner and bearing towards

the others'in the drama.

Roles:

First context:

Managementl:

QOulcomes:

A: Branch Manager of the Amicable Bank
‘B: a 17-year-old in his or her first job
C: District Manager of the Amicable Bank

An interview between A and B in the
Branch Manager’s office. B wishes to bor-
row money from the bank, but the out-
come depends on the inlerview.

1 B:decide why you want the money and
how much you wants Where do you work?
How miuch are you earning in your job?
(Be realislic!)

2 A: you are prepared to make loans lo
young people, but you must be convinced
that they are responsible citizens who
have the ability to mee! the repayments.

3 C: just walch this scene, and see how
the manager mainlains the higher status,
and the young person the lower.

1 Eventually, the manager will lend the
money.

2 Manager A: write a briel report to
attach to that customer’s file, explaining
what your doubts were, and why you
finally decide to lend the money

Young customer B: write to a friend trium-
phantly that you got the loan and include a
brief account of how hard your interview
was (and perhaps how much the manager
used his higher status over you).

Monitor C: just wrile an account of what

Conl.
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you saw, picking oul as accurately as you
can examples of high and low status.

Second context: Some months later in the same manager’s
office. A is being reprimanded by C, the
District Manager. Young B has proved to
, be a bad risk, and defaulted on repay-
ments.

Management: 1 Cwantsto know why A lent the money
to B, and accuses A of being a bad judge of
characler.

2 B: just walch the scene, and see how
A’s behaviour changes when in the lower
status posmon

- Outcomes: 1 Eventually Ais {orgiven, but nol before

being quite humiliated —and having to
swallow it.

2 Briefly, out of role, share what you
noticed about the difference in behaviour
between the low and the high stalus
characters. Look especially al the signals
given out by A, who was still the same
person in the same job, but with the stalus
completely changed.

-

N

P

Documenting your work

L7

- Someltimes, in order lo understand what is going on in our
- drama, tasks other than drama itself, like writing, may be

helpful. In the dramas which follow, you will be wriling, and
also designing, building, making lapes and videos, etc., which
will last beyond the life of the drama itself and become the
relics or documents of the drama.
You will notice in this drama that you were asked to write
.after the first scene. We hope this helped you to fix the
significance of the scene in your own minds. Some of the
wriling was even an important part of the drama itself. A's re-
port became part of the evidence which C used against A,
Each of the three characlers writes something quite differ-
ent, looking at the drama from their own point of view. You
may notice, for instance, that A and B are bolh writing [rom
inside the drama — still in role. C, obviously, is documenling
the dramatic action from outside. This distinction is quile an
important one, which we shall return lo later.

Papiniee s aetice

The attitude of the role

Each character in every drama has attitudes towards,
amongst other things, the subject of the drama and the other
characters in ihe drama.

Regarding the subject matter of the drama, as prisoners-of-
war, for example, some may hate the camp: it is a prison;
while others may be content in the camp, safe from the
dangers of combat.

In terms of the other characters of the drama, in the same -

prison camp some prisoners may hate the guards, while
others may have a friendly atlitude towards them, especially
if they share a common background, or a common interest
like sport. Of course it is important.to have good reasons why
you like or dislike the other characters in the drama.

Selling: A prison camp — you decide which war.
Roles: Four or five prisoners and two guards.
.Context: The guards have been ordered to organise

all the prisoners inlo a concerl parly. The
prisoners have already heard rumours
about this. ‘

Altitudes:’ 1 The prisoners have a range of attitudes
towards the concert: one may think it will
relieve the boredom, another may think it
is an attempt to humiliate them, a third
may see a way of using it to help them
escape, a fourth may just enjoy perform-
ing, etc.

2 The guards have different attitudes
too: one, who is friendly with many pris-
oners, is in favour of it; while the other,
who hates the prisoners, and thinks the
camp is not harsh enough, disapproves of
il.

Managemen!: 1 Getinto groups of six or seven and split
into prisoners and guards. Find an appro-
priate space to represent the prison hut.

2 Decide on what attitude you will take
(it should be one you feel comfortable
with and can believe). Make sure that
everybody in the group knows which
guard is friendly, which is harsh.

Conl.
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APPENDIX E

NOTES ON DRAMA WORKSHOP- MAY 1997’

1.AIMS OF WORKSHOP

According to my proposal (Burt, 1997, 4) the workshop was to focus on using the techniques of drama in the
classroom. Although this was so the aim of the workshop became very confusing when working with the Third
year drama students. I feel that Rob” wanted the students to experience using drama within a different context
ie. environmental education. This was stressed from the beginning, to the students. This led to the students and
myself becoming confused about the aim of the workshop, was it about dialoguing about the environment or was
it about drama skills? Where we challenging the teachers views of the environment using drama or where we
teaching them skills that they could use in the classroom? This, I feel not only led to a confusion of roles... are

This led to a confusion around the focus of the workshop.

2.CONTEXT OF WORKSHOP

I approached Thomas from the drama department at the beginning of the year to find out if there was anyone who
could give me some help in developing a workshop for the teachers as I felt I did not have the necessary skills
and to find out if there was any Masters or Honours student who would like to work with me on the project. At
our meeting he told me that I might be able to work with the EDT (educational drama and theatre) group that he
taught along with Rob. Later on in the year I contacted Rob and it was decided that the drama students and I

~would work together. The development of the workshop would form their practical work for the second term
which would be evaluated for marks. The reason I wanted to work with them was because I did not feel that I
had any drama skills and could learn from them in the process of developing the workshop.

I contacted (by phone) all the schools that showed interest (through situational analysis) in the workshop. It was
quite difficult getting dates to suit all of these parties including the drama students. In the end only Mbeki
Primary School and Lily Primary School attended the workshop. Five teachers participated from Lily Primary
and ten teachers from Mbeki Primary School. Both principals attended the workshop. There were six drama
students, and myself as well as Rob and Thomas who observed the workshop. The workshop was video
recorded. :

3 THE WORKSHOP

Structure of workshop

DAY 1
- Introductjon of group
Games
* greeting each other & space

! I have left these notes exactly how [ wrote them after veiwing the workshop video. Any references are written to remind
myself of where [ got certain information and is not done in any formal style. ‘

2 All participants names are pseudonyms.
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* Name game.

* Trust game

* Treasure Box

* Image theatre

* Improvisational Role-Play

DAY 2
* Invisible theatre/role-play
~ * Teachers task .
* Treasure Box
* Follow up Questionnaire.

DAY 1

Introduction to the ggdug

I introduced the drama students as Educational Drama and Theatre students who I asked to help me to develop
a workshop sharing drama skills that could be used in the classroom. It was a very brief introduction. I also
introduced the person handling the video camera and asked if anyone would object to us video recording the
workshop.

Gaines/warm—ugs

General note on games/warm-ups: These are exercises of three to four minutes which allow for participants to
feel comfortable about the learning situation (Brady & Gleason, 2,1994). Augusto Boal, 1991 feels that games
(which are not really games at all) are needed to develop a sense of the group as well as for getting to know our
bodies and our emotions. Te be able to access emotions through bodily movement and visa versa. Warm-ups
or games are not only about exercising our bodily movement, warm-ups could also be discussing a political
situation around the context within which the group wishes to learn and grapple with (Boal, A, 1991, xix). Boal
comes from the assumption that ideas, emotions and sensations are all interwoven ie, when we think of love our
face -retaxes and we are inclined to smile and that we need to practice and become more aware of the
interconnectedness of our thoughts, feelings and movements (Boal, A, 1991, 61). (Why I feel that we need more
emphasis on emotional and bodily warm-ups is that we often tend to over-exercise the intellect forgetting that
our whole self can be exercised this includes practising our feelings as well as our movement).

* Playing games is something we learn in childhood and yet if you think back to those days we can see that those
games where really a child practising living... ie "hospital”, playing dolls, building house. Games as socialising
events played to practise our new knowledge about life.

1. Greeting

Description: Participants are asked to walk around the room feeling their space in the room, they are then asked
to touch all four walls of the room. They are asked to carry on walking but as they pass someone they can look
into their eyes and smile, this is followed by touching the person you pass as you look them in the eyes and smile.
This touch develops into a pat on the back with their elbow and finally to rubbing your head against each others
side. o
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Participants are asked to keep walking but to get into groups of three and to walk around ]USt touching each others
bodies, not holding hands, they are then asked to make groups of four in the same manner, and then groups of
two.

Aim of exercise: To create a group feeling, to become aware of the environment in which we will be working,
to move within that environment, to greet fellow participants with our eyes, our exprcssmns and our bodies, to
break down body inhibitions. .

Impressions: In the beginning the teachers looked rather apprehensive and the touching of walls was done in
relative silence. Almost a lethargic kind of walk around even though Alex was making use of sensations such as
"feel your space" or "feel the sun on your back". When the exercise moved on to the greeting with eyes there was
a sense of goodwill, laughter and warmth (Janse van Rensburg, pers comm, 1997). This carried on through the
whole exercise but there was always that sense of cautiousness, "Are we doing it right?" This struck me the most
in the touching each other on the side with our heads as well as the walking around in three's. Everyone watched
Alex demonstrate what she was doing very carefully and when we were walking around in groups everyone (the
drama students included) seemed to be concentrating very hard to keep together and not to bump into other
groups that were walking around.

2. Naming game

Description: The whole group claps and slaps out a thythm. Each participant says his/her name to the rhthym
of the clapping. A participant starts saying his/her name then the next participant in the circle says participant
1's name and his/her name and so it goes around the circle w1th each person having to repeat all the names said
before him/her before they say their name.

This was followed by another naming game. This time the participant makes an image of what you feel the
environment is or how they represent the environment. It goes around the circle in the same way as the first
exercise except that each participant must say all the names and do all the images of all the part1c1pants before
him/her before doing his/her image while saying his/her name.

Aim of exercise: On a very basic level to get to know everyone and as an introduction to each other. Interacting
on a verbal level with the group using one's verbal identity ie our names.

1st naming game: Introduce rhthym and that our names are rhythmic (more than an identification), add element
of fun in remembering names and meeting people.

nd game: Introduce the concept of environment and that we each have our own perception of what that is through
the movement we use. Expressing our name and our viewpoint through movement, accompanying sound with

- movement.

Impressions: I personally felt trying to remember everybody's name very threatening but overall I think the
group spirit really rose. People that got all the names right where cheered and whistled at. The rhthym really
added a groovy element to the exercise and one teacher started dancing while saying all the names. There was
lots of laughter and fun. The second exercise was a bit slower and although we were supposed to make images
of the environment, not many did and a lot fell into making images that represented their name. (this is originally
how the exercise is used). All these exercises where supposed to lead on from one another, carrying a common
theme. The first game was getting to know our environment with movement and here we were asked to express
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our idea of the environment through movement. This link was expressed by the drama students, it was for those
reasons that they chose to use the environment as the topic for the image and yet in the workshop they either
became unclear about the link or"they and I had not thought through it enough to-be able to share it with the
teachers. Looking at the overall programme it really was set out very carefully by the drama students with them
- discussing the links between everything but they did not have the same discussion with the teachers. Was this
because they were unfamiliar with each other or because of the roles, culture, class group that set them apart from
the teachers thus they either felt that they would not be able to participate in such a debate or they never thought
of sharing the knowledge of the reasons why they chose the structure they did, as teachers do not share the reason
why they teach certain things to their pupils. what is the reason behind their lessons, the hidden curriculum or
the hidden values. The idea that when we give a lesson we give the lesson and do not share the construction of
that lesson or the context of that lesson with the pupil or participant (who is not really a participant at all then).

The name games reminded me a lot of school in the way in which we all followed suit and how in the image game
things continued to get quiet. Even the looks on the teachers faces reminded me of a child's face trying to
remember all the movements and names. I remember when I first played this game it was done slightly differently
and the "mistake" element was removed. A person said their movement and name and then the whole group
repeated the name and movement together. Really tapped a group feeling through that exercise.

In both this exercise and the one above there is a sense that the territory is dealt with but the map is kept only for
the drama students to see (idea about map and territory from Copley, B, 1997, Cogmotics learningshop).

3. Trust game

Description: Participants are split up into pairs. One of the participants closes their eyes while the other leads
him/her around. They change roles and repeat.

Aim: To be put into a situation in which you have to completely trust your partner to lead you safely. To
enhance other senses in exploring environment other than sight.

Impressions: Ireally think this exercise was not necessary in the process as there was already a sense of trust
and goodwill between the teachers after the first exercise. Even though this was so the students went on
regardless, following a programme they only knew. Thinking about it now the teachers should have been given
an outline of the programme even before we began so that they would know that at this time they were dealing
with the trust game that could be used in the following way and this is how we do it. something like that. The
PNI course was run like that and it really worked well, the experience of the territory was no less impressive,
whereas Bruce just throws us in the deep end and after each exercise his feedback is substantial. this idea of
having a hidden curriculum may be more unconscious than conscious, maybe it is in part forgetting that the
teachers have not been through the process that the drama students had been through to come up with the
structure of the workshop.

Feedback on Games: This was supposed to be a feedback to talk about the purpose of the games. It took place
standing up and was almost forgotten about in the workshop in the students eagemess to get on with the
programme. From observing Rob and Thomas at the schools festival in PE 1 realise that everyone seems to
struggle with this section of drama work. How to keep the energy of the activities in the feedback. Maybe we are
just not asking the right questions or maybe again we are not willing to share the whole process with the
participants and therefore are looking for feedback on incomplete information. Maybe it is because we have this
sudden section for feedback where everyone must now contribute after they have just been following up until that
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moment. Maybe we need to look at a way of developing feedback which does not fall back into the old way of
teaching. ie. maybe ask for questions, ideas. Or maybe even create a game around feedback, like Nan's on the
* spot game where you have to run to a chair and say something about the games. I feel it is more than this though
that we are really trying to break through years of passive receiving and that when asked for an opinion, we do
not really think about what we think but about what the "teacher” would like to hear. A good example of this is
the way Mrs Meersig responded to the feedback and the questions about How did you feel about them, how did
you feel when you first came in? 1 felt a bit apprehensive but after the games I feel a lot more relaxed. Others
answered that they enjoyed the games. When asked whether they could use the games in the classroom? The only
answer was "Oh yes, very much.” My feelings are that these were answers that the teachers thought the students
wanted and the students expected to get such shallow answers so no one explored further or challenged either
group further.

As soon as the questions were asked the sp1r1t of the games was lost and the teachers were very apprehenswe
Soft voices, mumbles, disinterest. What roles do we fall into when we are asked to contribute?

One thing about the questions, they were not explicit enough ie. How do you feel questions instead of questions
which the teachers could really answer.

Treasure Box

Description: The teachers where asked to an$wer three quesuons They were told they did not have to answer
all the questions if they did not want to.

1. What do you think we should be teaching people about environmental education?

2. What do you understand about the word drama?

3. What are your thoughts and feelings about participating in this workshop?

After the teachers had ﬁnished‘writing their answers on a piece of paper these were placed in a treasure box which
was locked and placed to one side.

Aim: To get an idea of their fears and expectations; to establish teachers understanding of environment and
drama for comparison for at the end of the workshop (so as to see how ideas had changed through domg the
workshop).

Impressions: On a dramatic level this felt completely out of place. When this had been planned by the drama
students they were going to give the impression that this was a beautiful treasure box and with ceremony place
it to one side to be opened later. They wanted to give the impression that what the teachers thought now was
valuable and we would look at the treasure of these thoughts at the end of the workshop to see the comparison.

This technique could have worked really well as a way of accessing teachers existing knowledge and thus become
the basis for a dialogue and further work. Instead of assuming that what teachers now know about drama and

the environment is inadequate and the workshop will drastically change this inadequate information.

Again enthusiasm was really low while doing the Treasure Box, this says something about drama as a medium,
that it really stimulates involvement.

General Comments: Overall there was a lack of clarity about what the workshop was about (content). As can
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be seen in the naming game the drama students had two agendas, one was to teach drama skills the other was to
explore the teachers concept of the environment. It was decided that the sharing of skills would be based within
the context of the environment but right throughout the workshop the students got caught up getting across the
content instead of using the content within which to develop skills. This is very similar to what happens in
average teaching, there is an overemphasis on students leaming the content and not much time spent on exploring
the skills which they could develop through the way in which they dialogue/access/process the content.

What was more problematic in the above approach was the view that the drama students took to be the
"environment". When I first met with them and dialogued over what the environment was they learnt that this
extended further than the natural environment. * This is what stuck with them which has a lot to do with where -
I was in relation to my journey in EE. I say in my ficld notes taken after the process " I thought I knew what my
views on EE where but when I tried to synthesis this into something I could share with others, all I could really
come up with was that the environment is not only nature... I felt that things were far more complex than this and
that is also my perception but I could not find the words to be able to express it. I could do a better job now but
that is because I have had more time or more influences had helped me to digest and process these ideas into my
being. I should have been able to share this struggle with the drama students rather than (Ha Ha)attempting to
act that I had more of an understanding that them about what I was talking about." (ficld notes, May, 1997)

So the struggle I had with the drama student they repeated with the teachers. More so they felt that what they
learnt was something evéryone had to learn, They assumed that the teachers would not yet have this knowledge
and therefore it was up to them to give it to them. Therefore their own learning was seen as necessary for others.
So there was no openess to the fact that some teachers may have a broad view of environment or that their learned
idea of environment was the "right" one or the "fixed" definition. By approaching the workshop in this way there
was not much room for dialogue or learning on either sides. what the students could have learned from the
teachers was blocked and what the teachers could have learnt from the students was discouraged by the closed
system of education they adopted.

Activities were also disjointed (Janse van Rensburg, E, Pers com,). This could be hecause the students were
unable to allow the theme of the workshop to be explicit or able to make the links with the teachers (wmle doing
" it, when they were amongst themselves they had no problem making the links)

Image Theatre (developed by Auguste Boal)

There are many variations of Image Theatte. The form the drama students used is just one of many ways in which
it can be used. The main purpose of Image theatre is to get a group of people to represent in frozen images their
understanding of a concept such as poverty for example, this image is then explored in a number of ways.

Description: The group was split up into two. Each group was asked to go in one by one and make a frozen
image, like a photograph of their perception of the environment. They were told that they could add to another
persons image or do something alone it was up to them. A group entered the space and made their images. The
other group was asked to walk around the image and comment on what they saw, what the different images were
and how they related to each other. They were then asked if they would like to change anything in the image to
clarify what it meant to them. Then each member of the image was asked to say what they had meant by what
they did and how they saw their iiage in relation to the images around them. This was repeated w1th the second
group.

Aim: (Drama students) To explore the content of the content of the workshop. To give an example of Image




theatre. To explore different opinions of the environment. co

Impressions: My first thought is that this is such a powerful technique and it was not used to it's full potential
in the workshop. Again I think it had a lot to do with the questioning and the level of energy at which the
questions were asked. As long as the students were "acting” the level of energy was really high but when it came
to interacting with the teachers, in a way guiding them they almost became apologetic in their questioning. This
could have again been because of the confusion of roles. As the drama students said, "where we supposed to
approach the teachers as teachers or pupils?”. So even though in OBE we are all supposed to be learners the
students became confused in their roles... are we teachers or students? We are students in the sense that we are
being examined but we are teachers because we are supposed to have this knowledge about the environment and
drama which the teachers don't have.

This developed into a further paradox. Even though they saw themselves as "having the knowledge" of the
environment and drama they held back this knowledge, trying to remain neutral in a facilitating role. But when
they participated in the image theatre they very clearly showed their opinion of what environment was for them
(social problemns of violence and poverty, things they could not have much of an understanding of and which the
teachers obviously would know more about because they face it everyday with the children that come to their
schools). but when it came to the discussion around the images they fell back into their roles of being neutral
facilitators who allow the knowledge of the participant to dominate. This swopping of roles was both confusing
to the students and the teachers. In the Tmage they were upstaged by the drama students turning the image into
a social problem and yet when asked to discuss "their" image the drama students did not acknowledge their
influence on the image or state their opinions. How could the teachers discuss an image which was not really their
image in the end but highjacked by the drama students and their agenda of what the environment was. As
facilitators they were giving no answers but as participants they were pushing their agenda through the drama
which they were the "experts” in. Therefore on the surface it looks as if the drama students are being really good
facilitators allowing the knowledge of the teachers to come through but implicitly they were constantly pushing
their own agenda and refusing to give any input or answers surrounding this agenda.

This makes me question facilitation in this manner. If the "teacher” is to be an equal learner in the process they
also have to be equal contributors, therefore providing answers when they can. Really sharing their knowledge.
It seems that the role really takes over the person. When a person sees that they are in the role of facilitation or
teaching they immediately separate themselves from the rest of the group and the group separates themselves
from them. The power of the title seems to take over and stops say the drama students behaving towards the
teachers in the same manner that they behave amongst themselves or with me. It seems to me that we can call
the teacher facilitator, dictator, participant and it will not really change anything about the power they hold until
the person themselves admits to that power and lets it go and the other participants recognise that power is not
contained in a title but is accessible by all. In this sense does language really change things? We have changed
the title of teachers, trainers to facilitators but as I saw with the drama students the change in behaviour remains
shallow, the power of the position still dominates and instead of their being overt indoctrination it becomes subtle,
less detectable and more dangerous.

Improvisational role play

Description: Improvisational role play unfolds as it goes along. The participants do not create a story to enact
before hand rather they think of a issue, topic or situation which needs to be looked at The situation is then
created and enacted immediately. This means that each participant in the role play is acting out how they
personally feel the situation should have unfolded. This is a very powerful technique as there is not censoring
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of what could happen, no boundaries into which a performance has to fit. The audience is also very much a part
of the process as they also have to decide how things will proceed and can stop they action any time they like,
either to take over an "actors" role or describe to the "actor" what he/she would like him/her to do.

The workshop process:

After the image theatre two of the drama students took over the process and a discussion over what themes came
up during the image theatre were written up on a blackboard: feelings, events and environmental issues.
*(students bias) These were then grouped together into themes which could be explored using the improvisational
role play. The teachers eventually decided that they would like to explore the problem of destruction of books,
textbooks and notebooks, as this is a large problem with the children. Lack of respect for books.

Volunteers for the role play were asked for, six children for the classroom and a teacher. Each actor decided what
kind of child they would be ie shy, bossy, naughty etc. One of the drama students became the joker.. the
facilitator of the process. She helped set up the scene and the action by asking questions such as:

Does the role play start with yow inside the classroom or are you going to enter the classroom?

Where is the blackboard?

Where does the teacher stand? etc.

These questions are asked to audience and "actors".

After the scene is set and the "actors” have decided on their characters the action began.

The teacher who was one of the drama students started with a maths lesson. One of the characters, also a drama
student acted as know it all and tried to answer all of the questions. The "naughty” pupil (one of the teachers)
started the tension by having to say that they had lost their book. Teacher eventually gave student a piece of
paper, but then they did not have a pencil. :

At one point the teacher carne up to the desk, looked over a students shoulder and shouted what have you done
to your book? '

At this point the joker stopped the action and asked the audience and actors why they thought the pupil damaged
his/her book? (Look at video for other areas when action was stopped)

Look at discussion on video)

It was decided that the reason that the child damaged heroic book was because she found maths difficult and did
not like the teacher picking on her. One of the audience took over the pupils role. There was also criticism about
the. way in which the teacher had gone about her role so she too was changed..another drama student took up her
role.

One of the problems this time was that the pupil did not have an eraser. teacher thought that all the pupils should
bring some money to buy her an eraser.

Drama came to an end..and teachers discussed how books come from trees and if pupils can't have respect for
books, how can they respect each other and the environment.

Aims: To give the teachers another drama technique which they can use in the classroom.
To explore an environmental issue that teachers are strugglmg with.

To make the issuc real.

Group skills

Impressions: Over-all the role play went well and the drama student who ran it was sensitive and experienced
enough to lead it. A few things stand out:
1. when the students were summarising what had happened in the image theatre, their bias again came out as they
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tried to lead the teachers into looking at the environ as more than just bio-physical. Although they-grouped things
together they were not quite sure how to relate it all back to the environ and in their grouping their bias was

towards "social" environmental problems such as violence. Again they wanted to teach the teachers about’

something that they knew much more about than they did, coming from a middle class background.

Very important point in regards to technique of role play. None of the teachers got to play a domiinant role, ie
the teacher, even thought they know more about teaching than any of the drama students there. It was as if the
students still did not want to let go of their control over the situation.

The wonder for me was how this could have worked so well in the classroom. All sorts of ideas were generated
for why students damaged books. This knowledge that they were tapping did not lead to a deeper understanding
of what happened in the classroom or a thought of what this would mean if it was done with the students. It
seems that the roles we prescribe for ourselves are very strong. The teacher deals with this and the student deals
with this. the two'don't cross over.

The teachers were brilliant with the "acting”, sometimes better than the students who were trained drama teachers.
then again they were in a situation they really knew well. Says something about using a situation which pulls on
local knowledge. Also about who knows what... teachers have experience teaching, students have experience in
drama, why did they not pull on each others skills.

Teachers really could relate how destruction of books was an EE problem. Students struggled with this. Again
teachers made connection because it is something they thought of and deal with. Teachers were far more aware
of the complexities of EE than stidents yet students continually tried to teach them as I did them, I wonder if this
is possibly a way in which we go about leaming.. coming to terms with something new, by teaching others. At
the end of the workshop the students were far clearer on what they were doing in regards to drama and the
environment L '

INTRODUCING TEACHER TASK

Description: It was decided that the teachers should have the opportunity to try out the new drama skills they
had by preparing a lesson for the rest of the group. This would be done with the group to help them if necessary.
To prepare the group into thinking about what they could do. Each teacher was asked what they taught, these
subjects where written on the board. The group then discussed how EE and drama could be incorporated into a
lesson plan.

Aim: See exercise on day two,

Impressions: We forgot that primary school teachers teach many subjects. Also again students, because they
were still coming to terms with what environment meant felt they had to emphasis the point of EE being more
than just the physical environment. I even got drawn into it when they asked me and I commented that violence
is also ari environmental problem. Maybe should have stayed with their knowledge structure being drama. This
I feel they were also shaky on and it was during the workshop that they began to clarify how drama could be used
in the classroom. - None of them had ever used drama in the classroom before and were more interested in
performance drama. ‘

DAY 2
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IMPROVISATIONAL ROLE PLAY/INVISIBLE THEATRE

Description: Invisible theatre is a technique again developed by Augusto Boal. Usually it takes place in the
streets involving the public. The common feature in all invisible theatre is that the public do not know it is an
act. for example, one of Augusto Boals uses of image theatre was a visit of a man to a ladies lingerie store where
_ he asked to try on some ladies underwear. another actor there with his wife, complained that this was immoral
and crude. Yet another actor argued back that it is our human right to do what we like. this argument continued
with the actors pulling in the public to add to the discussion.

What the students did was not really invisible theatre, the only thing it had in common with it was the element
of surprise. As the teachers arrived for the second day, they were kept outside. Some where whispered too by
one of the drama students to stay outside while the rest entered the room. As they entered, they were initiated into
the Watachakee tribe. So they came into the room as a member of the whatachakee tribe. We were all initiated
into the role play, this time no one was outside the role play. there was no joker although one watachakee member
acted in this role by continuing to stop action and reflect on what happened. The watachatkee tribe was faced
with the problem of there being a scarcity of water and they had to come up with a solution to this problem.

While they were dealing with this the group that stayed outside where initiated into the pirate role, they wanted
gold which they knew was on the island of the watachakee tribe. this created a conflict which led into all sorts
of situations parallel to the colonialisation of Africa and the treatment of people by European groups. Debate
ensued using the peace stick but it ended up with all the watachakee being shot at and the leader being kidnapped
so as to show the pirates where the gold was.

Aims: To show the teachers of another way in which they could use drama, specifically role play in the classroom.
To show the complexity of E problcms, how to come up with solutions, conflict between groups adding to e
‘problems.

Studcnts showing a possible way in which one could combine EE with drama into curriculum.

Impressions:

The student facilitating the role play was very nervous, this was her ﬁmt time facilitating a drama. Because of
this she was not able to really ask relevant questions and strugglcd to know where to take the group. ‘At the very
end she stopped the role play when she was backed into a corner by the pirates. From there feedback happened
which did not really work as everyonc was crowded in a corner and the facilitator was feeling extremely
intimidated. :

The students used the idea of drought thinking they could relate it to geography. The facilitator set the task of
finding a solution for the drought which is pretty impossible as a drought is a so called "natural” phenomenon.
What they could have looked at is how potentially the drought could have been influenced by human intervention
or rather how we can live sustainably with the little amount of water that we have. How can the community cope
with the conditions it finds itself in. The students had an idea to develop tension amongst the group because of
the lack of resources but instead the tribe stuck together. The facilitator chose someone to be the leader of the
trib by giving her the peace stick. This was supposed to give over power to the teachers rather than the power
staying with the facilitator. By doing this the student became the guide or advisor of the chief. The person chosen
was very shy and the facilitator kept asking her what we should do a the tribe and that we are looking to you as
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our leader:to guide us. This isolated her as the person to solve the drought.. as if anyone could do this. ... instead
of the whole group being able to look at solutions. The teacher chosen for-the role of leader was completely
overwhelmed and basically just sat there not knowing what to say. The group in the end turned to the only
solution they could have taken, turning to gods.... . :

_ Again the power of drama was demonstrated in the conflict between the two groups and the way actors pulled
on their experience of their experience and their history being colonialism and domination. It even ended off with
the colonisers killing the tribal people just like the past. This would have been interesting to explore, that the
solution, even today ends up in violence. This could have been explored, we could have looked how this EE
lesson with drama filters into history, geography etc. The problem again was that the students could not see the
link when the teachers could. Because the students were stuck in their idea that they were the teachers and the
teachers the students, they were not open to the ideas of the teachers.

The idea of the peace stick, it was amazing that when the "leader” of the tribe was given the peace stick to pass
around during negotiations that she came out. That time there was a lot of communication etc. The students,
aithough they wanted to give up control by passing the leadership role onto the teachers did not let go and tried
to drag the story the way they wanted it to go. Every time the tribes people solved the problem of the rain, one
of the students would say this was not enough. The same with the discussion between the pirates and the tribes -
people so it wasn't really surprising that the whole thing ended up in violence, although there was a coming
together of the tribes people in resisting the pirates. A lot of spirit amongst the pirates.

In the feedback the students did not look at the drama technique, what worked and what did not work. They did
not critique their own work and then they went on to critique the teachers work. Again a mix up between what
they know and what they should teach. what role do I play and what do I know when I play it.

they were upset because it was not the petfect performance rather than seeing what they and the teachers could
learn about drama ac¢ording to what happened. As teachers they had to control the perfect situation.

TEACHER TASK

" Description: Each teacher was asked to make a lesson plan using drama. First each teacher was asked to share
their ideas with the group. These were written on the blackboard. Then teachers were asked which idea they
would like to see demonstrated. The teachers did not answer so one of the principals volunteered to do their idea
which was a song. The idea was that she would try out her idea on the teachers as the class and the group,
specifically two drama students would help her through the process and bring up points to remember of what had
been touched on in the last workshop. Mamly a space to try out ideas with supposed "professionals” tg help
through difficulties.

Aims: To give the teachers a chance to try out their ideas.

To recap on the skills learnt before.

To role play a real class situation before taking SklllS into the classroom.
To gain confidence in techniques - -
To see how drama could be applied practically in the classroom.,

Impressions: .

I got the feeling that most of the teachers had not prepared anything and just came up with something on the spot.
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all teachers talked about role play, non of them pulled on the idea of image theatre which was shared with them.
I think this was because there was no emphasis placed on image theatre as a drama technique, it was only looked
at in relation to what it bought up about our understanding of the environment. Maybe this is one of the reasons
that it was not explored by the teachers. Also no example was explored about how it could be-used in the
classroom.

When the principal did her thing the students fell completely back into the old system of doing things. they
concentrated all their energy on the teacher and criticised her about teacher technique which they know nothing
about, not only drama technique. They concentrated on all sorts of negative things and did not bring attention to
the things that the teacher was doing right. I felt that this exercise helped them clarify what they knew about -
drama in the classroom and they used the teachers lesson to prove to their lecturer and to the teachers that they
knew what they were talking about. But this was done at the teacher who had the courage to share her lessons
expense. Again the roles of what education "teachers” they know more than the teachers and having to prove
themselves to their lecturer who is judging them according to the point system of education as he uses this as their
examination. And me, a masters student needing o write a masters thesis on this to get a degree, also coming to
terms with a view of education, feeling that I do not know enough about drama as I have had no formal training

. in it so I have to rely on the drama students to help me out and finally their is the lecturer, who is examining this .
and sits on the outside and influences the whole process by evaluating the students with his professional
knowledge Confusion, confusion!

- Just to add to this again. Teachers thought they could not act. The goat act was the best bit of acting I have seen
in ages. Who's knowledge. The focus group again plays into this.

ENDING OFF THE TREASURE BOX/RECAP

Description: one of thc studenis, recapped on ail that we had been through. As well as looking at what people
had written in the treasure box. Each person got a piece of paper and read the answers to the questions to the
group. These were discussed. ’

Aims: See above

Description: The student handled this very well and the feedback was great but imagine if we had started with-
this. One of the things that came out is that not mahy teachers thought that E was only biophysical. If the
students knew this they could have let go of trying to get this across. It did show that not many teachers thought
that drama was more than a performance, the student worked with this but at the end of the workshop is a bit late.
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