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L hs yu il Ve understond from yur contextual expbration, Apartheld is very vecent history and is 4 very sensitive topic. for

L many.  exists in the ing memory of many Soth Micans - and vaciom all around the wmrld is & priblem we are al :
: Chllenged with in some way or andfher. |f'9 prevdent. s senstfive. And its important. That's why pcoplc lice Yagl Farber bhave
: felt the need to make theatre like this. So fhaf we can begin fo address our past, o change our future. :

: E)Lplorwpr this play mqw be dfficul for some, depending on where yu are ining and what your history is. s o a difficul
 chice from a practical perspective as i seems fhat it would be impassible and fofaly inappropriste to cast anyne but black

: Sth Micans (and a wired vace persin for Roelf). For this veacon, we wil keep our ‘performance questions to M\ngmi?'n

: actor, vather than askding what you would do. We dont kvow if the exam board wil b the same, but it wight be worth frinking
: bt how o could approach a question like that. s difficult tervitory as there are many voles that we am ulikely o play fhn’r

L we mignt bune fo imagine plaing for exam purposes, but these ones seem fo be particularly sendfive.

There wil be practica expbrafion exertises in our activities and yu can underfake those sensitively
1 Try fo exphre vith empatiy, frjng fo find the emofional core of the shories, and to feel sme of the pain the characters tel
: us abott. The newt sides explain a bit from the artists point of iew wiy they would be pleased to know yu acg wor
- this play
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When Mmanda Stuart Fisher asked Yol Facber if
these plays could be performed by other people,
 this Was her vesponse:

“As a South African artist, | 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

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 - past to the new generations through testimony,
or if the narrator is the person who actually lived these -#8® | using the power of theatre. There is also

events.” (Farber, 2008) 224 NI something very profound about working to
S Y ' reclaim this past.” (Farber, 2008)

© Jane Fisher & Rachel Caine




| TESTIMONIAL THEATRE. according to Farber: "a
| genve weought from pesple bearing witess fo their
| own shries tarugh vemembrance and words!
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Ve Why wight testimowial theatre be
i | o i | particalarly powerful?

Doves in Zul v ~ e What are the chaueNJQS?

édiffcrcy\jrz mearings yu can pul

.................... 7 Whg N
might Bowgi and \

‘For somewhere beneath the Roelf be glad ﬂ'“f)

. , b\ you a lorin
' How might the act of elmriv;? shries help | dust is the past... And until we Mﬂ:ui:‘)e(tf’;r/g
I P&OP‘& b veckim their pa nd feel a : go back and claim each broken \_,/
|

: sense of Freedm o move Forward? piece - we will never be free.”
(Farber, 2008)
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[%%J%é DIRECTOR’S PROGRAMME NOTE §;

‘You need only claim the events of your life to make yourself yours.

SIndeed the relatively peaceful transition from almost half a
century of brutal oppression to democracy was nothing short of
miraculous. Yet beneath the hype and sense of possibility
emanating from our country lies the dark current of consequence.
There are statistics and numbers that will some day speak to our
grandchildren of the damage wrought by Apartheid... But the
emotional devastation of those years cannot be audited. Forced
Removals — while indeed socio-politically significant — on a more
delicate level tore families apart, frightened children, and ruptured
the fragile process of growing up. The State of Emergency declared
in the 1980s — while explosive to the masses — was a shadow that
fell upon countless adolescents. Instead of grappling with heady
days of teenage insecurity and awakening sexuality, they were
facing down war vehicles with nothing but stones and courage at 15
years old. The cold technicality of The Land Act & Group Areas Act
indeed perverted the socio-economic structure of a country but the

childhood years infected with poverty and relentless hunger haunt &=

those who carry these memories today. The -chillingly exact
- legislation of the Apartheid regime left in its wake countless lives
I 1rrevocab1y changed The flexibility with which the survivors of
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these years have had to rise to embrace the ‘new’ South Afrlca has
inspired the world — but left little time for looking back to reclaim
the emotional shrapnel left from those dark years... Somewhere out
there is a metaphorical scrapyard where these lost details lie —
waiting to be reclaimed. It is to this shattered landscape of memory
that the actors agreed to return when we embarked on the creative
process of Amajuba. Everything they will share with you tonight is
true...the intimate details of their own childhoods lived within the
Apartheid divisions. Embarking on this journey, we held fast to the
notion that until you go back and claim each broken piece of your
past you can never be truly free. Amajuba is the telling of five
‘small’ stories plucked from the millions untold — for indeed we are
a nation of too many sorrows to recount. We hope that the light of
these five stories remembered will shine for the countless that will
remain untold. Amajuba was created as a proud acknowledgement
of the inexolicable hooe that has continued to burn in South Africa’s
people — even in the darkest years. It bears testimony to the
extraordinary spirituality present in our country despite the
devastation — and is a celebration of the fact that despite the
damage, and against all odds... =

From the Dust, Like Doves We Rise.
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: During the process "a defining moment for Amapba
* came When one of the cast members, nercome with
 emofion while vecaling a memory - was gien sudden
- veprieve from his varvafive by the other cast

- members W began to spontaneousty sing. This is

. common practice at fownship funerals, with song bei
. perhaps the spiritual bam by which wilions have

- sunived unspeaksble events n South Mvica's past.

: Farber immediately defermined that the varvafives

- would be strung fogether on the poverhul yet fragile
- tvead of such” community spirtuls and songs:!

. (Farber, 2008)
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https://vimeo.com/5323419
https://vimeo.com/5323419
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MISE EN SCENE

This work should ideally be played on the floor to a raked

audience — as opposed to on a raised stage — so that.

contact with the audience is immediate and dynamic. As
the audience enters, there are ten large enamel bowls
(five filled with water) — placed in a seemingly random
fashion on the performance floor. The bowls are typical of
those used in many South African homes in the townships
to wash — particularly prior to running water being
provided to these areas. Upstage centre is a large zinc
bath — also notably of South African aesthetic — filled
with dry sand, and the props the cast will use to tell their
stories. Downstage left and right are two additional zinc

baths. The performance area is demarcated, by lighting,
as slightly smaller than the stage area. This will create a
periphery along the back, left and right of the
performance space, in which cast members will wait
(squatting or crouching in a position of alert readiness)
when not directly involved in the action. These interludes
between being in the ‘performance square’ are never
without a complete focus from each company member
towards those who are presently engaged in performance

— while they wait. No one leaves the stage until the
conclusion of the curtain call.

Amajuba plays without intermission.
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extract 50 We dssume Y do ot vieed fo otick to these

ideas, but tt's useful to be aware of them. Our tet does,
of course, mention five enamel bowls o thise are crucial.

As a whole class, experiment
with how you can best bring
this prologue to (ife. Select five
actors to play the roles. If you
have lighting, do the best you
can to create something
“intimate and evocative” - even
if it’s not five profiles.

I yu wil sfruggle
fo create the music
ive (very likely), you
could use the
r&cordmg fFrom the

\ides:

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.
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https://vimeo.com/5323419
https://vimeo.com/5323419

Time Is fight In the exam and you need
fo get used to answering the short

questions fast. Try do both of these in
under b minutes.

- L How would you ensure that the D"I‘Qh’rs rie[ing] n five performers standing in large evamel bows, each
ﬁi\lumimfod by a single vay of lighf* is both "excative and infimate™ Give 4 veason Tor yur answer.
[2]

D2 Lok at TSHMLLOS lines From line 18 (We come From 4 fime and place.”) to line 3%/4 Cwe wil never
BERA be free’). Suggest three ways the actor playing the vole could give physical emphusis o what i :

R cpiken

ok
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This resource has been purchased from
www.the-understudy.org
It may be shared within an institution (teacher to students) but not
across institutions
(from school to school - by students or teachers).

To purchase your own copy in an ethical way, model academic
honesty for your students, and support our small business so that
we can keep making resources like this, please go to
www.the-understudy.org
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