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As you will have understood from your contextual exploration, Apartheid is very recent history and is a very sensitive topic for 
many. It exists in the living memory of many South Africans  - and racism all around the world is a problem we are all 
challenged with in some way or another. It’s prevalent. It’s sensitive. And it’s important. That’s why people like Yaël Farber have 
felt the need to make theatre like this. So that we can begin to address our past, to change our future.  

Exploring this play might be difficult for some, depending on where you are living and what your history is. It’s also a difficult 
choice from a practical perspective as it seems that it would be impossible and totally inappropriate to cast anyone but black 
South Africans (and a mixed race person for Roelf). For this reason, we will keep our ‘performance’ questions to advising the 
actor, rather than asking what you would do. We don’t know if the exam board will do the same, but it might be worth thinking 
about how you could approach a question like that. It’s difficult territory as there are many roles that we are unlikely to play that 
we might have to imagine playing for exam purposes, but these ones seem to be particularly sensitive. 

There will be practical exploration exercises in our activities and you can undertake those sensitively. 
Try to explore with empathy, trying to find the emotional core of the stories, and to feel some of the pain the characters tell 
us about. The next slides explain a bit from the artists point of view why they would be pleased to know you are working with 
this play. 



© Jane Fisher & Rachel Caine

When Amanda Stuart Fisher asked Yaël Farber if 
these plays could be performed by other people, 
this was her response: 

“These narratives have been wrought from real experiences 
but should not remain limited to being performed by the 
original casts. The possibility of other actors carrying these 
testimonies forward offers a life force for stories that should 
continue to be heard. What is important in testimonial 
theatre, however, is that the audience is clear on whether 
the storyteller is an actor honouring another person’s story - 
or if the narrator is the person who actually lived these 
events.”                                              (Farber, 2008)

“As a South African artist, I wanted to be a part 
of revealing how individual lives were violated 
by Apartheid - as well as documenting these 
stories in a way that history text books cannot 
convey. Not only is it an issue of revealing the 
past, but remembering and acknowledging this 
past to the new generations through testimony, 
using the power of theatre. There is also 
something very profound about working to 
reclaim this past.”                                                              (Farber, 2008)
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Discuss the title: what are all the 
different meanings you can pull 
out of it? 

TESTIMONIAL THEATRE according to Farber: “a 
genre wrought from people bearing witness to their 
own stories through remembrance and words.”

Wh󰉘 󰈛ig󰈊󰉄 t󰈩󰈻󰉄󰈏mo󰈝󰈎󰇽󰈘 t󰈊e󰈀󰉄r󰇵 󰇼e 

pa󰈸󰉄󰈎c󰉊󰈗a󰈹l󰉘 󰈦󰈡w󰇵󰈸󰇿ul? 

Wha󰉃 󰈀󰈹󰇵 t󰈊e 󰇸h󰈀󰈗󰈘󰇵n󰈇e󰈼?

“For 󰈻󰈡󰈛󰇵w󰈊e󰈹󰈩 b󰇵󰈝e󰈀󰉄h 󰉃󰈋󰇵 
du󰈻󰉄 󰈎s 󰉃󰈋󰇵 pa󰈻󰉄… An󰇷 u󰈞t󰈎󰈗 󰉓󰇵 
go 󰇼󰈀󰇸k 󰇽󰈝󰇶 c󰈗a󰈎󰈛 󰇵ac󰈊 󰇻r󰈡󰈔󰇵󰈞 
pi󰈩󰇹󰇵 - 󰉓e w󰈎󰈗󰈘 n󰇵󰉏e󰈹 b󰈩 󰇾󰈹󰇵e.” 
(Farber, 2008)

TSHALLO says these lines in the prologue. 
How might the act of sharing stories help 
people to reclaim their past and feel a 
sense of freedom to move forward? 

Wh󰉘 
mi󰈇󰈋t B󰈡󰈝󰈈󰈏 an󰇷 

Ro󰈩l󰇾 󰇻󰇵 g󰈗a󰇶 t󰈊󰈀󰉄 
yo󰉉 󰇽󰈸e 󰈩󰉖p󰈗󰈢󰈹in󰈇 

t󰈊i󰈼 t󰈩󰉕󰉄?

Ori󰈇󰈎󰈞󰇽l Ti󰉃󰈘󰈩 
(Ama󰈑󰉉󰇻󰇽 = 

Dov󰈩󰈻 󰈏󰈞 Zul󰉉)
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Page 15
Lines 1-35

Wha󰉃 󰈼y󰈚󰇻ol󰈻 
an󰇷 󰈛󰈡t󰈏󰇾󰈼 ar󰈩 󰇵󰈚e󰈹g󰈎󰈝󰈈 
as 󰈎󰈚󰈦󰈢r󰉃a󰈞t 󰇾󰈹󰈡m 󰉃󰈋󰈏s 

p󰈸o󰈘󰈡g󰉊e?

Wha󰉃 󰉄h󰈩󰈚󰇵󰈼 
be󰈇󰈎󰈞 t󰈢 
em󰈩󰈸󰈈󰇵? 

Whi󰇹󰈋 󰈎d󰇵a󰈻 
ar󰈩 󰈸󰇵󰈦e󰈀t󰇵󰇷? 

The󰈸󰈩 󰈏󰈼 a r󰈩󰇹󰈢󰈹di󰈝󰈈 
of 󰈀 󰈥󰇵󰈹fo󰈸󰈛󰈀n󰇹󰇵 o󰇿 
t󰈊e 󰈼h󰈡󰉒 󰈋󰇵re:
h󰉅󰈥󰈼://vi󰈚󰈩󰈢.󰇸om/53
23419

The fi󰉏󰈩 󰇽󰇸to󰈸󰈼 c󰈀󰈻󰉄 󰈏n 󰉃󰈋is 󰈥󰈘󰈀y 
we󰈸󰈩 󰈞󰈢t 󰇹󰈋os󰈩󰈝 󰇻󰇵ca󰉉󰈻󰇵 󰉄he󰉘 󰈋󰈀d 

de󰉏󰈀󰈼t󰇽󰉃i󰈞g 󰈻󰉄󰈡r󰈏e󰈻 󰉄󰈡 t󰇵󰈗󰈘; t󰈊e󰉙 
ha󰈥󰈦󰈩n󰇵󰇷 󰉄o b󰈩 󰉃󰈋󰇵 five 󰈸󰈩󰈼󰈏de󰈝󰉄 

ac󰉃󰈡󰈹s 󰇽󰉃 󰉄he A󰈸󰉄s Co󰉉󰈝󰇸󰈏l 󰉃󰈋at 
ha󰇷 󰇸󰈡m󰈚󰈏󰈼si󰈡󰈝󰇵󰇶 t󰈊e 󰈦l󰈀󰉘. T󰈋󰇽t 

is 󰉒󰈋y T󰈠󰈿AL󰈴󰈮 em󰈥󰈋󰈀s󰈏󰈻e󰈼 
‘ev󰈩󰈸󰉙󰈢ne 󰈊󰈀󰈼 󰇽 s󰉃o󰈹y 󰉃󰈡 󰉄󰇵l󰈗’ a󰈞d 

‘t󰈊e󰈹󰈩 󰈏s 󰈝o󰉄h󰈎󰈝󰈈 s󰈥󰇵󰇸i󰈀l 󰇽󰇼o󰉉󰉄 󰈢ur 

s󰉃o󰈹󰈎󰇵s.”

During the process: “a defining moment for Amajuba 
came when one of the cast members, overcome with 
emotion while recalling a memory - was given sudden 
reprieve from his narrative by the other cast 
members who began to spontaneously sing. This is 
common practice at township funerals, with song being 
perhaps the spiritual balm by which millions have 
survived unspeakable events in South Africa’s past. 
Farber immediately determined that the narratives 
would be strung together on the powerful yet fragile 
thread of such community spirituals and songs.”                         
(Farber, 2008)

https://vimeo.com/5323419
https://vimeo.com/5323419
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      the exam board have left these details out of your 
extract so we assume you do not need to stick to these 
ideas, but it’s useful to be aware of them. Our text does, 
of course, mention five enamel bowls so those are crucial. 

As a 󰉒󰈋󰈡l󰇵 󰇹󰈘as󰈻, 󰈩󰉖p󰇵󰈸i󰈛󰈩n󰉃 
wi󰉃󰈋 h󰈡󰉒 󰉙󰈢u c󰈀󰈝 󰇻󰇵s󰉃 󰇻ri󰈝󰈈 
t󰈊i󰈼 p󰈸󰈡󰈘󰈢gu󰈩 󰉃󰈢 󰈘if󰈩. S󰇵󰈗e󰇸t fi󰉏󰈩 
ac󰉃󰈡󰈹s 󰉃󰈢 󰈦la󰉘 󰉄h󰈩 󰈸󰈢󰈘es. I󰇾 󰉙o󰉉 
ha󰉏󰈩 󰈘󰈏g󰈊󰉄in󰈇, 󰇶󰈡 t󰈊󰇵 󰇻es󰉃 󰉙󰈡󰉊 
ca󰈝 󰉄󰈡 c󰈸󰇵a󰉄󰈩 s󰈢󰈚e󰉄h󰈎󰈝󰈈 
“in󰉃󰈎󰈛󰇽te 󰈀󰈝󰇶 󰇵vo󰇹󰈀󰉄󰈏ve” - ev󰈩󰈝 
if 󰈎󰉃’󰈼 n󰈢󰉃 fi󰉐e p󰈸󰈡fi󰈘󰇵s. 

If you will struggle 
to create the music 
live (very likely), you 
could use the 
recording from the 
video:
h󰉅󰈥󰈼://vi󰈚󰈩󰈢.󰇸om/53
23419

Even if you can only create something 
very rough, it is likely that the experience 
of being in the room with the actors will 
create something moving. 

https://vimeo.com/5323419
https://vimeo.com/5323419
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1. How would you ensure that the “lights ris[ing] on five performers standing in large enamel bowls, each 
illuminated by a single ray of light” is both “evocative and intimate”? Give a reason for your answer. 
…………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………
………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………[2]

2. Look at TSHALLO’s lines from line 28 (“We come from a time and place…”) to line 33/4 (“we will never 
be free”). Suggest three ways the actor playing the role could give physical emphasis to what is 
spoken. 
…………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………
…………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………
…………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………
………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………………[3]

Time is tight in the exam and you need 
to get used to answering the short 
questions fast. Try do both of these in 
under 6 minutes.
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