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MARKS:  150
TIME:  3 hours

This question paper consists of 22 pages.

	INSTRUCTIONS AND INFORMATION TO DRAMATIC ARTS EDUCATORS 
	
	


	1.

2.

3.

4.

5.

6.

7.

8.

9.
	This question paper is THREE hours long.

The marks for the paper total 150.

Reading time of FIFTEEN minutes has been allocated before the start of the examination. This is necessary to provide candidates with the opportunity to make the required choices.

This question paper consists of THREE sections: SECTION A (60 marks), SECTION B (30 marks) and SECTION C (60 marks).

SECTION A consists of THREE questions focusing on LO 1 and LO 4.  This section is COMPULSORY.

SECTION B consists of TWO questions focusing on LO 3: 

· QUESTION 4:  Epic Theatre (Caucasian Chalk Circle, Mother Courage                   

                              or Kanna Hy Kô Hystoe) 
· QUESTION 5:  Absurd    Theatre    (Waiting   for    Godot,   The    Bald 
                              Primadonna or Bagasie) 

Answer ONE of the two questions.

SECTION C consists of EIGHT questions focusing on LO 3 and specific plays from the South African theatre movement: 

· QUESTION 6 (Boesman and Lena)
· QUESTION 7 (uNosilimela) 

· QUESTION 8 (Woza Albert!)
· QUESTION 9 (Sophiatown)
· QUESTION 10 (Nothing but the Truth) 

· QUESTION 11 (Groundswell)

· QUESTION 12 (Siener in die Suburbs)  

· QUESTION 13 (Missing) 

Answer TWO of the eight questions.

The weighting of the LOs for the paper as a whole is as follows:  LO 1 – 20% (30 marks), LO 3 – 60% (90 marks) and LO 4 – 20% (30 marks).

Purdah will not be tested in this question paper.  It has been removed from the Grade 12 prescribed text list as it is not suitable for school purposes.
	
	


	INSTRUCTIONS AND INFORMATION TO CANDIDATES
	
	


	1.

2.

3.

4.

5.

6.

7.

8.
9.
	You have been allocated FIFTEEN minutes reading time before the start of the examination.
This question paper consists of THREE sections.

SECTION A consists of THREE questions. QUESTIONS 1 and 2 are COMPULSORY.  QUESTION 3 allows a choice among three questions (3.1, 3.2 or 3.3).
SECTION B consists of TWO questions: 

· QUESTION 4:   Epic theatre (Caucasian Chalk Circle, Mother Courage  

                               or Kanna Hy Kô Hystoe) 
· QUESTION 5:   Absurd    theatre    (Waiting   for   Godot,     The    Bald     
                               Primadonna or Bagasie) 

Answer ONLY ONE question from SECTION B.
SECTION C consists of EIGHT questions: 

· QUESTION 6 (Boesman and Lena) 

· QUESTION 7 (uNosilimela) 

· QUESTION 8 (Woza Albert!) 

· QUESTION 9 (Sophiatown)

· QUESTION 10 (Nothing but the Truth)

· QUESTION 11 (Groundswell) 

· QUESTION 12 (Siener in die Suburbs) 

· QUESTION 13 (Missing)
Answer ONLY TWO questions from SECTION C.

Number the answers correctly according to the numbering system used in this question paper.  

Pay attention to the number of marks allocated to each question.

While classroom knowledge can be used to answer the questions, independent and creative thinking will be to your advantage.

Write neatly and legibly.
	
	


	SECTION A:  APPLY PERSONAL RESOURCES AND REFLECT AND EVALUATE

THIS SECTION IS COMPULSORY.

QUESTION 1

Read the excerpt from the poem Excursion by Sally-Ann Murray and answer the questions that follow.
	
	


	
	A public holiday, ray-banned and riding                                                            1

the N2.  Rushed tar ribbons past cane and bush,

against industry, townships, suburbs, sidings.

Sky, sea, in deep trueblueness, blink suddenly lush

upon the sightseeing retina.  Being here, though,                                            5

is the daily trek in taxis, busses, cars.  People carted in

to work and study in a beach-bellied city still

barricaded against Kwa Mashu, Umlazi, Canaan.
	
	


	1.1

1.2

1.3
	It is important to warm up the voice if an actor wishes to perform a character effectively on stage.  Describe ONE vocal exercise you have done in class and explain how it would benefit an actor in performing the above excerpt of poetry for an audience.

Discuss what tone of voice you would use to speak the first two lines of the poem to capture the audience's attention and prepare them for the performance of the rest of the poem.

Explain how you would use variety in volume and pitch when performing   line 3 (' against industry, townships, suburbs, sidings') to emphasise the difference in atmosphere in these words.


	
	(5)

(4)

(6)

[15]


	QUESTION 2

Refer to SOURCE A and SOURCE B below and answer the questions that follow.
SOURCE A:
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  [Image from Pilobolus Dance Theatre]
SOURCE B:
	
	


	'A character, an atmosphere, a state of mind or a situation cannot be effectively shown on the stage without movement, and its inherent expressiveness … The grouping of the actors on the stage occurs in movement, which is expressive in another sense than individual movement.  The members of the group move in order to show their desire (need) to get in touch with one another.  The object of meeting might be to fight or to embrace (hug), or to dance, or just to converse (talk) … It is frequently impossible to outline the content of a dance in words, although one can always describe the movement.'                                                          – Rudolf Laban
	1

5
	
	


	2.1

2.2

2.3

2.4


	Carefully look at SOURCE A.  The performance group needs another actor/actress to join them.  Create a profile for an actor/actress required for this type of performance.  (A profile is a list of the abilities necessary for the actor to possess so he/she is able to perform as part of that group.) 

Would you enjoy being a member of the performance group shown in SOURCE A?  Give reasons for your answer with reference to your skills and the demands of this career.

Refer to SOURCE B, lines 1 – 2 ('A character … expressiveness').  Movement is an important part of the acting process.  Discuss how you used movement to improve the performance of one of your individually spoken items for assessment.

Discuss the validity/truth of the quotation in SOURCE B using an example of any movement performance you have presented in your three years of Dramatic Arts.
	
	(6)

(4)

(8)

(6)


	2.5


	Describe how your study of Dramatic Arts over the past three years has developed your ability to express yourself physically (using your body and movement).


	
	(6)

[30]


	QUESTION 3

CHOOSE  ANY ONE OF THE FOLLOWING THREE QUESTIONS.
	
	


	3.1
	LIVE PERFORMANCE (CHOICE QUESTION)
	
	


	
	3.1.1

3.1.2
	You have been asked to give advice to Grade 11 learners to assist them to plan the rehearsal process for a practical performance. State FIVE guidelines you consider important for the rehearsal process. 

The actor-audience relationship is essential to the live performance experience.  In an extended paragraph of 100 – 150 words discuss the actor-audience relationship evident in TWO of the three plays you have prepared for this examination.      


	
	(5)

(10)

[15]


OR
	3.2
	MEDIA STUDIES (CHOICE QUESTION)
	
	


	
	3.2.1

3.2.2
	Your principal has asked the Dramatic Arts learners to come up with a proposal to set up and use ONE of the following media forms: television, radio, newspaper or internet.  It is to be used as a tool for communication and discussion amongst learners and educators at your school. Write a paragraph explaining, with reasons, which media form would achieve this successfully. In your answer refer to cost-effectiveness, suitability and convenience. 

Describe when it is suitable to use the following film shots: 

· Close-up (CU)
· Medium shot (MS) 
· Long shot (LS)
	
	(10)

(5)

[15]


OR

	3.3
	CULTURAL PERFORMANCE AND RITUAL (CHOICE QUESTION)
	
	


	
	3.3.1
	Participating in the staging of a live cultural performance has many advantages over merely watching it on video or film or hearing it on radio or reading about it in the newspaper.  State TWO of these advantages.
	
	(4)


	      
	3.3.2
	Why is prominence given to girls' feet or lower legs during an indigenous 'coming of age' or 'self-actualisation' ceremonial performance?
	
	(2)


	
	3.3.3
	Give TWO reasons why a live performance can clarify the difference between a ceremony and a ritual.
	
	(4)


	
	3.3.4
	A playwright has been asked to write an indigenous play.  Describe TWO elements of drama he/she would rely on.  
	
	(4)


	
	3.3.5
	State ONE advantage of performing praises (praise-singing) in a learning space (for example a stage or a cattle-byre).
	
	(1)
[15]



	TOTAL  SECTION A:
	
	 60


	SECTION B:  UNDERSTAND AND ANALYSE

ANSWER ONE QUESTION.
	
	


	QUESTION 4:  EPIC THEATRE
	
	


	THIS QUESTION REFERS TO EITHER CAUCASIAN CHALK CIRCLE OR MOTHER COURAGE OR KANNA HY KÔ HYSTOE.
	
	


	4.1
	'Brecht saw theatre as a classroom to guide and teach society.'
In a well-structured essay discuss how Epic Theatre is used to educate and entertain society.  Refer to the Epic play you have studied this year. (Approximately 200 – 250 words)

You must discuss at least THREE of the following in your answer:

· Brecht's philosophy (what he believed)

· The techniques he used

· Epic Theatre conventions

· Historification

· Alienation

· Structure of epic plays

· Dialogue used

· Actors and style of acting
	
	(20)


	4.2
	Choose a description from COLUMN B that matches a term in COLUMN A. Write only the letter (A – K) next to the question number (4.2.1 – 4.2.10) in the ANSWER BOOK.

COLUMN  A

COLUMN B

4.2.1    Alienation

4.2.2    Historification

4.2.3    Berliner Ensemble

4.2.4    Epic Theatre

4.2.5    Didactic

4.2.6    Mother Courage

4.2.7    Minimalism 

4.2.8    Realist Theatre

4.2.9    Prologue 

4.2.10  Placards and                      

            captions

A
similar to epic poetry, alternating dialogue and narration

B
sets the scene, time and place

C

devices used to remind the audience that they are watching a play

D
minimal use of décor

E
a theatre form where the imaginary use of the fourth wall creates illusion

F
setting the play in the distant past

G
Brecht's own subsidised theatre company

H
also known as the Verfremdungseffekt

I
a play written by Brecht

J

teaches the audience social and political lessons

K

montage of independent incidents


	
	(10)

[30]



OR

QUESTION 5:  ABSURD THEATRE

	THIS QUESTION REFERS TO EITHER WAITING FOR GODOT OR THE BALD PRIMADONNA OR BAGASIE.
	
	


	Your friend makes the following comments after seeing a performance of the Absurdist play you have studied this year:
[image: image2.jpg]




	
	


	5.1
	Write an essay to explain the features of Absurd Theatre to ensure that your friend understands the play you have studied this year.  Refer to the elements listed below (approximately 200 – 250 words).
· The characters 

· Use of language

· Use and meaning of the performance space

· The structure of the play
	
	(20)


	5.2
	Indicate whether the following statements are TRUE or FALSE.  Choose the answer and write 'true' or 'false' next to the question number (5.2.1 – 5.2.5) in the ANSWER BOOK.  Give a reason for your answer.

	
	

	
	5.2.1
	Theatre of the Absurd is a post-war drama movement influenced by Jean-Paul Sartre.


	
	

	
	5.2.2
	Absurdist plays follow the unities of time and action.


	
	

	
	5.2.3
	Beckett was one of the most influential playwrights of the absurdist movement.


	
	

	
	5.2.4
	The myth of Sisyphus has influenced the thinking of the playwrights of Theatre of the Absurd.
	
	


	
	5.2.5
	Theatre of the Absurd makes use of a big chorus.   
               (5 x 2)
	
	(10)

[30]


	
	TOTAL SECTION B:
	
	 30


SECTION C:  UNDERSTAND AND ANALYSE

	THERE ARE EIGHT QUESTIONS IN THIS SECTION.  ANSWER ONLY TWO QUESTIONS THAT RELATE TO THE TWO PLAYS THAT YOU HAVE STUDIED.
	
	


QUESTION 6:  BOESMAN AND LENA BY ATHOL FUGARD

	6.1
	Boesman and Lena was written during the apartheid era in South Africa to highlight, amongst other issues, the socio-political injustices of the then government.  

Discuss whether the play has relevance in the now free and democratic South Africa.  In your answer refer to the following:

· Theme 

· Character
	
	(12)


	6.2
	Read the following excerpt from Boesman and Lena and answer the questions that follow.
	
	


	LENA:

BOESMAN:

LENA:

BOESMAN:

LENA:

BOESMAN:

LENA:

BOESMAN:

LENA:

BOESMAN:

LENA:
	Too late now. [Pause.]  No. There's one [She is obviously staring up at a bird. Softly …].  [She watches it for a few seconds longer, then scrambles to her feet and shakes her fist at it.]  

Jou moer!    

[She sits down again, even more exhausted now by her outburst.]

It was funny, hey, Boesman!  All the pondoks flat.  The poor people           running around trying to save their things.  You had a good laugh.             And now?  Here we sit.  Just now it's dark, and Boesman's thinking            about another pondok.  The world feels big when you sit like this.  Not even a bush to make it your own size.  Now's the time to laugh.  This is also funny.  Look at us!  Boesman and Lena with the sky for a roof again. 

[Pause … Boesman stares at her.]  

What are you waiting for?      

Lena! 

I'm telling you, the next time we walk …

Don't talk about that now, man.

The next time we walk! ...

Where?

I'll keep on walking.  I'll walk and walk …

Eina!
… until you are so bloody moeg that when I stop you can't open                   your mouth!

You happy now?

 [aggressively] I'm always happy.

 [mirthless laughter, clapping her hands]  Ek sê! His backside in the           Swartkops mud, but Boesman's happy.  This is a new sort of happy,  ou ding.  [Touching a tender spot under one eye.]  

Two white children came and looked while I counted my bruises.  You know what I asked them? 'Does your mother want a girl?'  I would have been gone, Boesman.      
	1

5

10

15

20

25

30
	


	
	6.2.1
	Discuss Lena's crisis in relation to the escalating problem of women and child abuse in South Africa today.
	
	(4)


	
	6.2.2
	If you were Lena and faced her problems, what would you have done?
	
	(4)


	
	6.2.3
	Comment on the dialogue used in the excerpt and on how it helps to drive the plot further.
	
	(5)


	
	6.2.4
	Comment on the non-verbal (body and emotional) communication used in the play. 
	
	(5)

[30]


QUESTION 7:  uNOSILIMELA BY CREDO MUTWA

	7.1
	Study Credo Mutwa's staging style/theatrical structure of uNosilimela below and answer the questions that follow. 
	
	


	
	
	                                            
[image: image3]
	
	


	
	7.1.1
	What does the circular form of the performance/theatrical structure in African indigenous culture symbolise? 
	
	(2)


	
	7.1.2
	State TWO advantages and TWO disadvantages of staging the play uNosilimela in this form.
	
	(4)


	
	7.1.3
	Imagine you are a director who will stage uNosilimela in a school. In a detailed paragraph explain the following:

· Where are you going to stage the play?

· How are you going to stage the play?

· What qualities would you be looking for in the learners who are going to act in the play?
	
	(10)


	
	7.1.4
	How has Mutwa used UMENDO as a voice that relates to the sufferings, trials and triumphs of the character of uNosilimela in the play?  
	
	(6)


	7.2
	What is isilimela in African indigenous culture, and how does it relate to the storyline of uNosilimela as a whole? 
	
	(3)


	7.3
	Do you sympathise with the character of uNosilimela?  Motivate your answer. 
	
	(3)


	7.4
	Name ONE epic device used in uNosilimela.
	
	(2)

[30]


	QUESTION 8: WOZA ALBERT! – PERCY MTWA, MBONGENI NGEMA AND BARNEY SIMON

Read the following review of Woza Albert! and then answer the questions below.
	
	


	
	This two-hander about the evils of apartheid in South Africa was originally produced by the influential Market Theatre in Johannesburg.  This production is distinguished by tremendous performances from both Siyabonga Twala and Errol Ndotho.  They play dozens of parts that involve them using many skills – acting, mime, singing and dance.  Their main strength is in creating images using a few words and actions.  These images (such as a helicopter and a one-armed bandit) can be funny while others continue to haunt viewers long after they leave the theatre.

The first part of the play sets the scene.  It looks at a wide range of characters in South Africa at the beginning of the 1980s.  It pulls no political punches as it attacks the pass laws that prevented black people from moving freely.  Similarly, it sketches in a few short minutes the semi-slavery that was imposed on manual workers by bosses who could threaten them with the sack (fire them) if they got too independent.

There is a rich vein of humour even in the worst adversity.  The use of pink clown's noses to distinguish the important Afrikaners – including the Prime Minister – from the subservient blacks is a stroke of genius.  It demonstrates the simplicity of the production that uses nothing more than a few clothes, two crates and great lighting to enhance the efforts of the two actors.

                                                                – Peter Lathan
	1

5

10

15


	


	8.1

8.2

8.3

8.4

8.5

8.6

8.7


	The review refers to 'the evils of apartheid in South Africa'.  Name and discuss TWO evils of apartheid highlighted in the play.

Refer to lines 2 – 10.  Which THREE characteristics would you look for if you were auditioning actors for Woza Albert!?

Choose ONE character that you found interesting in the reading and analysis of the play in class.  Describe this character and his/her function in the play.

Give TWO examples of Poor Theatre techniques described in the review.
How does the episodic structure of the play affect the pace of performance?

Woza Albert! is an example of a workshopped play.  Explain why this process of workshopping was a useful method of creating plays during the 1970s and 1980s.

Would you want to watch a performance of Woza Albert! after reading this review?  Give reasons for your answer.
	
	(6)

(3)

(5)

(4)

(4)

(4)

(4)

[30]


	QUESTION 9:  SOPHIATOWN BY THE JUNCTION AVENUE THEATRE COMPANY

Study the photographs and the excerpt and then answer the questions.
	
	


	
	[image: image4.jpg]
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                                                                             [Photographs by Jurgen Schadenberg]
	
	


	Lulu:   

Mingus: 

Mamariti: 


	We watched them move the first street, Toby Street, where Dr Xuma was.  The rain was falling and we were only a few.  The bulldozers were there knocking the pillars of the first house.  I don't remember the name of the people.  That was Toby Street where Dr Xuma was – right next to Westdene. Father Huddlestone, Dr Xuma, Bo Resha and Oliver Tambo was there. 

The bulldozers bulldozed five houses: one, two, three, four, five at the same time.   As they were bulldozing the houses, the lorries that were supplied by the GG were taking the loads out to Meadowlands. 

The day my house was removed, it was half past five in the morning.  I think it was on a Thursday.  They knocked at my door.  Three loud knocks.  Five tall Dutchmen.  They said the day had come.  I wished for a special sign on my door, but there was none.
	1

5

 10
	


	Lulu:

Mamariti:  

Lulu:               
	The lorries were waiting. Even as we packed, the labourers with the Boere were hitting the pillars of the verandah with big hammers.

I said to them, I wished they could give us enough time to pack, as I was going to have my cups and my plates broken.

And they said, 'Jy praat te veel.  Moenie praat nie.'  And Ma said, 'I have the right to talk for my things.'  By eight o' clock we were already moved to Meadowlands.  The walls and the floors of the house were rough cement.  Everything was awful and we were very much unhappy.
	15

20


	9.1
	How did Sophiatown get its name?
	
	(2)


	9.2
	In what way was Sophiatown different from other townships in South Africa? Give reasons for your answer.
	
	(4)


	9.3
	Discuss TWO social problems that the people in Sophiatown faced.
	
	(6)


	9.4
	The above excerpt shows the relationship between Lulu and her mother.  Explain how this relationship has changed during the course of the play. 
	
	(5)


	9.5
	The photographs and the excerpt highlight the theme of forced removals in the play.  Write a detailed paragraph on this theme and say how it affected the people of Sophiatown.  (Approximately 80 words)
	
	(8)


	9.6
	The play Sophiatown was written in the 1980s about a period of history in the 1950s.  Do you think that the play Sophiatown should still be studied in schools today?  Give reasons for your answer. 
	
	(5)

[30]


QUESTION 10:  NOTHING BUT THE TRUTH BY JOHN KANI

	10.1
	Read the following comment made by Nelson Mandela after seeing Nothing but the Truth:

'A great family drama.

A great human story.  Political, but great human drama.'
Discuss ONE universal ('human') issue that is dealt with in the play.
	
	(3)


	10.2
	Sipho is experiencing inner conflict in his relationship with his brother and his position as librarian.  By referring to Sipho's words below and the play as a whole, explain this inner conflict.
	
	


	                'The taking stops right here and now.'
	
	(10)


	10.3
	The photograph below shows Sipho embracing his daughter Thando while his niece Mandisa is looking on.  Compare the two cousins, Thando Makaya and Mandisa Mackay, using the following:

· Cultural understanding

· Relationship with the father figure

· Reaction to the TRC (amnesty) hearings 

[image: image6.jpg]



	
	(12)


	10.4
	10.4.1
	What stage type would you use for a performance of this play?
	
	(1)


	
	10.4.2
	Discuss how the personalities and careers of the characters influence the set design of the play. 
	
	(4)

[30]


QUESTION 11:  GROUNDSWELL BY IAN BRUCE

	Read the passage and answer the questions that follow.
	
	


	Johan: 

Thami: 

Johan: 

Thami: 

Johan: 

Thami: 

Johan: 

Thami: 

Johan: 

Thami:
Johan:
Thami:
	(Johan inspects one of the bottles of wine on the sideboard.  Thami becomes alert. He moves quickly; snatches the bottle out of Johan's hand and puts it back on the shelf. He then smartly ushers Johan away from the cabinet. Johan picks up Thami's letter.)

To your wife?

(He starts reading. Thami tries to snatch the letter from him. This time Johan evades him.)

You may not read it!

I can't read it. It's in Xhosa. I'm not that good yet. Just looking to see if it mentions me. What's this? 'Eumlambo'? You went to the river? (Reads further.)  Doesn't seem like I went with you.  And this?  'Ubutyebi Kakhulu' – big wealth.

Give it to me.

I like the sound of that.

(Points his finger at Johan, warning him.)  You give me my letter!

(Johan winces, as though wounded.)  Look what you are doing, Thami!

Give it to me!

Look what you are doing!  You're pointing your finger, man.

(Thami realises his mistake, quickly lowers his finger.)  Sorry.  I'm sorry for that.  But you shouldn't read my private letter, man.

(Johan hands the letter to Thami, who puts it away in one of the sideboard drawers. Johan picks up the spray-can of polish, squirts some into the air, sniffs it; recoils a little from its pungency.)

Why are you lying to your poor wife, Thami?  Why do you say you went to the river? Hey? You're telling her you already own a concession, aren't you? Aren't you? You're letting her think you're already out there, mining away, pulling in the diamonds.

My private letter to my wife is not your business.
	1

5

10

15

20

25


	


	11.1

11.2


	Explain why the playwright uses isiXhosa within the English text.

Thami repeats the words 'Give it to me' in lines 13 and 17.  What does the playwright hope to create with this repetition? 


	
	(3)

(3)


	11.3

11.4

11.5

11.6

11.7
	Johan is very upset by Thami's pointing finger (lines 15 – 18).  By referring to the play as a whole, determine the relevance of Johan's reaction.  

Refer to lines 25 – 27.  Johan speaks about 'a concession', 'mining' and 'diamonds'.  Both Thami and Johan have a dream of becoming rich.  How does each intend making this dream come true?

The central focus of this excerpt is Johan snatching Thami's letter to his wife. Discuss what Johan's behaviour and Thami's reaction tell us about their relationship. 

How would you use Stanislavski's technique of 'emotional memory' or 'the magic if' to assist you in acting as Thami in this scene? 

Determine how effective this play, first performed in 2005, is at presenting life in post-apartheid South Africa.  In your answer you may refer to the excerpt and the play as a whole. 


	
	(4)

(6)

(4)

(4)

(6)

[30]


QUESTION 12:  SIENER IN DIE SUBURBS BY PG DU PLESSIS

	12.1
	Discuss how Tjokkie experiences his gift to 'see'.  Use TWO examples from the play to motivate your answer. 
	
	(4)


	12.2  
	Siener in die Suburbs is described as a problem play dealing with social issues.  Describe in a short paragraph the effect of the social and economic background on the characters.  
	
	(8)


	Study the sketch in SOURCE A below showing a production team that is responsible for a performance of a play.  Read the excerpt in SOURCE B from the second act of Siener in die Suburbs and answer the questions that follow. 
	
	
	


SOURCE A:
[image: image7.png]



              PROPS MASTER   –   CHOREOGRAPHER   –   DIRECTOR    –   SET DESIGNER   –   LIGHTING DESIGNER

SOURCE B:
	Tjokkie:
Jakes:

Tjokkie:

Jakes:

Tjokkie:   

Jakes: 

Tjokkie: 

Jakes: 

Tjokkie:


	(nadat hulle 'n rukkie doodstil by hom gestaan het)   Wat soek julle?

Ek en die oue van dae kom haal 'n woordjie.

Julle kry niks by my nie.

My ou-toppie, nou moet ons mooi met die man praat.  Vat nou die block-'n-tackle.  (Hy rem die haak van die katrol af.)  Of vat nou die domkrag.  Dis mos half vir my of die man nie lekker lê nie.  Ek dink mos nou, as die man nou so swygend is …

Los my net uit.  Ek wil niks van julle weet nie.

Nee, maar weet sal jy weet.  Jy sien of sien jou dinges.

Man, jy's 'n tang en 'n nobody en jy weet dit.  Jy's low class.

Die tang staan by die domkrag.  Die tang vra jou 'n ding en jy't al van die tang gehoor.  Dinge soos dat die tang nie 'n man is wat lelike goedjies van homself hoor nie.  (Hy draai die domkrag oop, dit sis, die motor sak.)

Hey!  Is jy besimpeld?  Jy sal my vrekmaak.

(Hy probeer onder die motor uitkom, Jakes skop hom terug.)
	1

5

10

15
	


	Jakes:

Tjokkie:

Giel:

Jakes:

Tjokkie:

Jakes:


	(draai weer die domkrag oop) Hoor hoe blaas hy.  Daar's nog te veel roer onder hom.

(praat soos iemand met drukking op die bors)  Jy sal wragtag betaal hiervoor.  Jy's 'n tang, man.  Jy sal my vrekmaak, Jakes!

Steady nou, Jakesey.

Ou man, gee die block-'n-tackle dat ons die man hoor praat.  Vang hom aan die Samson dat ons die enjin kan uittrek.  Trek hom nou so stukkie-vir-stukkie dan lig ek so bietjie aan die kar.  (Giel trek aan die katrol.)
Eina.  Maak my vrek, ek sal nie sien nie.

(Jakes lig die motor terwyl Giel die katrol trek.  Tjokkie verskyn deur die opening onder die kap.)
A, hy begin uitkom.

(Tjokkie hang magteloos half onder die kap en half daaruit, met die haak van die katrol in die hals van sy oorpak.)
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	12.3
	Imagine you are responsible for a performance of this excerpt from Siener in die Suburbs.

Make notes on your contribution to this performance if you are fulfilling the following functions:
	
	


	
	12.3.1
	Director:  How would you guide your actors to perform the excerpt?  Suggest Stanislavski's system to assist them to perform the characters of Tjokkie and Jakes in the excerpt.
	
	(10)


	
	12.3.2
	Set designer:  What would the set look like for this scene?  Include the props you would use in this scene. 
	
	(6)


	
	12.3.3
	Lighting designer: How would you make use of lighting in this scene? 


	
	(2)

[30]


QUESTION 13:  MISSING BY REZA DE WET

	Study the sketch below of a dingy (poor) little house in which the characters find themselves in the play, Missing.
	
	



	13.1
	Why do Miem and Meisie live in such a dingy little house? 
	
	(2)


	13.2
	Discuss how the characters' situation reflects the social and economic background of the time in which the play is set.  
	
	(5)


	13.3
	You are appointed as the set designer of the play, Missing. 


	
	13.3.1

13.3.2
	Name the stage type that you will use for a performance of this play.

Decide how you would set the stage to show the space inside the house.  You may use a sketch to support your answer.
	
	                                                                                                                (1)

(4)


	13.4
	You must assist the actress who performs the part of Miem so that she has a good understanding of her character.  Document your conversation in which you discuss the following TWO aspects of the character Miem:

· Miem's characteristics 

· The role of Miem in the play 
	
	(10)


	13.5
	Read the following statement.
'The characters in this play are not only physically in deadly danger, but they also move in an apparent death or are spiritually dead.' 

Do you agree with this statement?  Motivate your answer in a short paragraph.
	
	(8)

[30]
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What nonsense!  I did not understand anything!  The play did not make sense at all.  The set was not believable, and there were only a few actors on stage – are they trying to save money?  The action was not very exciting either; there was no proper beginning or interesting ending!
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