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SECTION A: 

APPLY PERSONAL RESOURCES AND REFLECT AND EVALUATE

This section is compulsory and assess LO 1 and 4. Total marks: 60 

Question 1 (15 marks) tests LO1:AS 2. 

Question 2 (30 marks) tests LO 1:AS 1 and LO 4:AS 2 & AS 3.

Question 3 (15 marks) tests LO 4: AS1 & AS 4

QUESTION 1

1.1 The candidate must describe one vocal exercise and relate it to the presentation of the extract of poetry. The following serves only as an example, as there are many vocal exercises the candidates may have been exposed to, e.g. making a centred sound: Jog around the room allowing sound to drop out of you as a series of heavy sounds (huh, huh, huh).  Bend knees keeping upper body long and sigh out as you do so, breathe in as you straighten your knees. This helps to root the voice in the centre of the body, making it easier to access the authentic feelings of the poem, as well as the muscular strength required for vocal production.  (5) 

1.2 The tone of voice would be one of anticipation or excitement.  The poet is describing a holiday and the excitement of a trip to the beach. Those going to the beach rush quickly past the scenery to arrive at the beach, where they will spend the day. The vocal tone has a level of energy that creates anticipation and excitement. This will draw the audience into the holiday experience.
                                                                              (4)

1.3 The four words each create a different picture in the minds of the audience. Changes in volume and pitch will assist the audience in recognising the different atmosphere of the places described. The performer says each word as if looking at the changing scenery while passing in a car or taxi. ‘Industry’ may be said with a loud volume and a low pitch as it is very visible and stark on the landscape, ‘townships’ with a medium volume and medium pitch – not as harsh as industry, ‘suburbs’ the volume may remain medium, the pitch rise in excitement as the speaker sees the more pleasant environment, ‘sidings’ are railway sidings, dirty desolate places, this may be spoken with a soft volume and low pitch. The candidate may differ from these descriptions but must support answer with reference to the text.






  (6)

	Order level
	Percentage
	Marks
	Questions

	Higher order
	30
	4
	1.2 (4 marks)

	Middle order
	40
	6
	1.3 (6 marks)

	Lower order
	30
	5
	1.1, (5 marks)


[15]

QUESTION 2

2.1
An actor is required to join a theatre company. The actor may be male or female and should have strong physical mastery of his/her body. The actor should be a dancer and be able to work closely with a group on an intellectual and creative level.  He/she should be comfortable with very close physical contact. The actor should have the physical strength and flexibility of a gymnast, because of the tight fitting costume the actor must have a trained and fit body.




           



(6)

2.2
This question allows for the candidate to answer using his/her own knowledge of the demands of such a career.






(4)

	2.2

Marks
	
	Descriptor

	4
	Very good
	Candidate is able to answer clearly and directly. Reasons given refer to candidate’s own skills and the demands of this particular career.

	2-3
	Average
	Candidate manages to discuss either own skills or demands of the job but fails to cover both. Answer for 2 marks often very simplistic.

	0-1
	Weak
	Candidate makes a generalised statement with vague reference to the question.


2.3
The candidate is required to explain the movement aspect of their performance of an individual vocal piece (prose, poetry or monologue). They are expected to link their discussion to the first two lines of the source.


(8)

	2.3

Marks
	
	Descriptor

	6-8
	Very good
	Candidate links vocal performance to physical  one and is able to answer clearly and directly. Reasons given may connect to the passage given but extend beyond it, using candidate’s own knowledge.

	3-5
	Average
	Candidate manages to link vocal performance to physical, but tends to rely only on source for physical connection to vocal piece. Answer at 3 marks often very simplistic; just a matter of quoting a bit of source and saying how he/she did it with their individual spoken items.


	0-2
	Weak
	Candidate makes generalised statement with vague reference to the question. Explains that he/she used physical with vocal performance, but unable to make specific connections.


2.4
Most candidates are likely to use the movement performance done in theme or audition pieces. Candidates are primarily required to discuss the validity of the source; the movement piece is to be used to support Candidate’s argument. (6)                                                            
	2.4

Marks
	
	Descriptor

	5-6
	Very good
	Candidate analyses the source in detail using own experience of movement to discuss it. Reasons given may connect to the passage, but extend beyond it using Candidate’s own knowledge.

	3-4
	Average
	Candidate manages to address certain ideas from the source and links them to own movement but struggles to deal with the source in detail and does not really discuss validity.

	0-2
	Weak
	Candidate makes generalised statement with vague reference to the question. Agrees or disagrees with source, but not able to discuss why; just gives a few comments.


2.5
This is an open-ended question and allows the Candidate to select what physical development and control has taken place over the past three years of study. Careful self-reflection supported by experiential process is required.
  (6)
                                                                             

	2.5

Marks
	
	Descriptor

	5-6
	Very good
	Candidate discusses the development of own ability in detail with specific examples. Shows ability to self-reflect.

	3-4
	Average
	Candidate manages to explain the development of own ability but lacks clear examples. Shows some ability to self-reflect.

	0-2
	Weak
	Candidate makes generalised statement with vague reference to the question. Tends to explain a movement piece done, rather than to discuss question. 

	Order level
	Percentage
	Marks
	Questions

	Higher order
	30
	8
	2.1 (2 marks), 2.4 (6 marks)

	Middle order
	40
	12
	2.1 (4 marks), 2.3 (8 marks)

	Lower order
	30
	10
	2.2 (4 marks), 2.5 (6 marks

	[30]


QUESTION 3

CHOOSE ONE OF THE FOLLOWING THREE QUESTIONS:

EITHER 3.1: LIVE PERFORMANCE OR 3.2: MEDIA STUDIES 

OR 3.3: INDIGENOUS KNOWLEDGE SYSTEMS 
3.1


3.1.1
Any five sensible statements of advice should be accepted. The following are examples.  

· Take a register at rehearsal and speak to your teacher if a member of the cast / group misses more than one rehearsal without a valid excuse. It is important that everyone attends all rehearsals so that the group as a whole can grow and develop.

· Make sure you get a chance to rehearse in the performance space.  The actors should become use to demands of the performance space.  

· Allocate some rehearsal time for discussion and sharing of ideas.

· Rehearse with any props or blocks so that the cast/group is able to work easily with them and not make mistakes in the final performance.

·  Divide the material/play to be performed into manageable pieces, and focus on one piece at each rehearsal until the performance is ready to be put together.

(5)

3.1.2
The Candidate needs to apply knowledge of the actor/audience to two of the three plays studied in the grade 12 year.



    

 (10)

	3.1.2

Marks
	
	Descriptor

	8-10
	Outstanding
	Candidate clearly understands the actor/audience relationship and is able to apply this to two plays. He/she contrasts the relationship in the two plays and knowledge often extends beyond the plays studied.

	6-7
	Very good
	Candidate understands the actor/audience relationship and is able to apply this to two plays. He/she explains the actor/audience relationship each play but does not contrast the two plays.

	4-5
	Average
	Candidate manages to address the ideas of the actor/audience relationship. Links at basic level to both plays or to one in detail. This answer shows learnt understanding, but an inability to really apply knowledge.

	0-3
	Weak
	Candidate makes generalised statement about the actor/audience relationship. Gives a few comments about the plays, often connecting with the topic by chance.


	Order level
	Percentage
	Marks
	Questions

	Higher order
	30
	5
	3.1.2 (5 marks)

	Middle order
	40
	7
	3.1.1 (5 marks), 3.1.2 (2 marks)

	Lower order
	30
	3
	3.1.2 (3 marks)













[15]

3.2

3.2.1
The candidate is required to choose one of the media options to facilitate communication in their school. The most likely and cost effective would probably be a school radio station but marks must be allocated according to the candidate’s argument to support his/her choice.


(10)

	3.2.1

Marks
	
	Descriptor

	8-10
	Outstanding
	Candidate understands that the media form must work in a school and fulfill the primary function of promoting communication of information amongst learners and, if possible, educators. He/she takes into consideration cost effectiveness, suitability and convenience of the media form. He/she writes with a clear vision of the end product. 

	6-7
	Very good
	Candidate understands the media form and has a good proposal but does not always think of the practical implementation of the media form.

	4-5
	Average
	Candidate chooses a media form because he/she likes it and thinks it would be fun. Has some points that are valid but tends to be superficial. He/she does not think of the practical implementation of the media form.

	0-3
	Weak
	Candidate makes generalised statement about the chosen media form. Gives some comments but not able to defend choice at all. Very short answer that lacks depth.


3.2.2 The candidate must explain when it is suitable in filming to use the following:

· Close up:
The full face of the actor is shown with subtle changes in facial expression to show intimate feeling.

· Medium shot:
General shot that is used to show people going about their daily tasks.  Much of the action is filmed using this type of shot.

· Long shot: These are often action or contextualization shots. It allows the audience to see the actor’s whole body, the other people around the actor and the environment.






(5)

	Order level
	Percentage
	Marks
	Questions

	Higher order
	30
	5
	3.2.1 (5 marks)

	Middle order
	40
	7
	3.2.2 (5 marks), 3.2.1 (2 marks)

	Lower order
	30
	3
	3.2.1 (3 marks)


 [15]

3.3.1












When learners go through a first hand experience by participating in a live cultural performance, especially if the performance is in their own language, the following will be promoted:

· Retention of knowledge and an appreciation of content

· Dramatic Arts skills such as: acting skills, voice skills, physical skills, etc. will be easier understood by the learner and transfer of these skills will be more successful

· Self esteem will be improved

· Pride in the culture and appreciation of the value of the culture will be achieved
(4)

3.3.2

A girl’s feet symbolises the physical and emotional journey that is undertaken during her life.  By looking at the movements / the steps / the feet the following can be observed:

· The lenghth and type of journey that has been undertaken in life

· The type of journey that is currently being undertaken

· The transition the girls has just completed or about to make.  
(2)
3.3.3

When learners participate in a performance of both a ceremony and a ritual they obtain first hand experience of the following differences in the elements that make up a ceremony and a ritual:

· Audience participation and response

· Process

· Purposes

· Themes








(4)

3.3.4

· Plot

· Character

· Thought

· Diction

· Music

· Spectacle
     








(4)

3.3.5

· The knowledge of the dramatic item praise-singing is enhanced

· The praise singer (actor) –audience relationship is experienced first hand 

· Performing as opposed to merely watching praise singing or a praise-poem enhances self confidence in acting and performance skills

· Performing praises or a praise-poem creates appreciation of the culture that the priases or praise-poetry represent

                     (1)
    




           [15]                                                                                                                                   
                                                  [60]

	Order level
	Percentage
	Marks
	Questions

	Higher order
	30
	5
	3.3.3 (4 marks), 3.3.5 (1 mark)

	Middle order
	40
	6
	3.3.1 (4 marks), 3.3.2 (2 marks)

	Lower order
	30
	4
	3.2.4 (3 marks)


SECTION B: UNDERSTAND AND ANALYSE

ANSWER ONE QUESTION: 

EITHER EPIC THEATRE, QUESTION 4 OR ABSURD THEATRE, QUESTION 5

QUESTION 4: EPIC THEATRE 

(THIS QUESTION REFERS TO EITHER CAUCASIAN CHALK CIRCLE OR MOTHER COURAGE OR KANNA HY Kô HYSTOE)

4.1 Unlike the realists, Brecht believed that the theatre should not treat contemporary subject matter in a lifelike manner. Rather, the theatre should make ‘strange’ the actions it presents. He rejected the psychological and emotional explanations of man’s behaviour and went on to develop his own independent ideas. His theatre was Marxist in philosophy and as a result his plays are didactic.

He called his work ‘epic’ to distinguish it from dramatic theatre against which he was in revolt. He felt that dramatic theatre reduced the spectator to a role of complete passivity. In these plays events are presented as fixed and unchangeable, which contributes to the idea that society is solidly entrenched and cannot be altered. The spectator can only watch in a hypnotised and uncritical way.

In place of this old style of theatre Brecht envisioned a new theatre in which the spectator will play a vital part. He used three key terms to bring about the change he desired. Historification – using material drawn from other times and places. Brecht argued that the dramatist should emphasise the ‘pastness’ of events. He should arouse in the spectator the feeling that if he had been living under the conditions shown in the play, he would have taken some positive action. He would have done things differently. The audience should then go on to see that, since things have changed, it is possible to bring about desirable changes in the present. Historification is part of the larger term, Alienation or the Verfremdungseffekt.  The playwright deliberately calls the audience’s attention to the make believe nature of the play, rather than attempts to convince the audience of the play’s reality.

Songs, narrative passages, filmed sequences and other devices may be used for this purpose. The audience should never be allowed to confuse what it see on stage with reality. Rather the play must always be thought of as a comment on life, which is to be watched and judged critically. Through alienation then he intends to show everything in a fresh and unfamiliar light, so that the audience is made to look critically even at what he has previously taken for granted. Alienation does not mean that the audience should not become emotionally involved with the characters and the action; however this emotional response is always part of the larger, critical response.

Each element of production was designed to contribute to the ‘alienation’ of the audience. Music, for example, should make a comment upon the action rather than merely underscore the words. The contrast between words and music achieves alienation and forces the spectator into a thoughtful consideration of the song’s significance. Likewise, scenery is not intended to create the illusion of place. It may suggest locale, but it does not depict it in detail. Brecht advocates the use of projections, fragmentary set pieces and similar devices for indicating location of action, but in each case the elements are intended to comment upon the action as well.

Brecht advises the actor to think of his role in the third person. In this way the actor avoids trying to ‘become the character’ – rather he comments on the role while presenting it to the audience. As a further aid to alienation, Brecht advises that the mechanics of the theatre should be visible at all times. Thus lighting instruments will be seen, scene changes will be done in full view of the audience and musicians will sit on stage.

By doing this the audience is prevented from being lulled into a false sense of security and is aided in engaging both the emotions and judgement in such a way as to alert their powers and their sense of responsibility to society. Brecht’s purpose then was to make the spectator a critical observer who must make decisions, who will focus on the process and not the outcome of the play.










(20)

	4.1

Marks
	Code
	Descriptor

	17-20
	Outstanding 
	Candidate able to answer using reference to the guidelines given but writes beyond these guidelines. This candidate does not really need the assistance of the guidelines. The essay is a cohesive and detailed argument linking to the candidate’s interpretation of the topic given. 

	13-15
	Good
	Candidate able to answer using detailed reference to the guidelines given. The essay is cohesive and contains a substantial argument. Connection to topic is  clear.

	9-12
	Average
	Candidate able to answer, but finds it necessary to use the guideline statements as a start to each sentence before linking it to Brecht. The essay is sound but lacks cohesiveness. Connection to topic is stated but not always proven.

	5-8
	Adequate 
	Candidate answers at superficial level, rewriting guideline and making a comment on each. Not an essay but a series of statements. Connection to topic accidental.

	0-4
	Weak
	Candidate answers by rewriting guidelines and attempting to make a comment. Only some are accurate. Not an essay but a series of statements. Connection to topic is absent.






(20)

4.2 1 – H

2 – F

3 – G

4 – A

5 – J

6 – I

7 – D

8 – E

9 – B

10 – C



















(10) [30]
	Order
	Percentage
	Marks
	Questions

	Higher order
	30
	9
	4.1 (9 marks)

	Middle order
	40
	11
	4.1 (11 marks)

	Lower order
	30
	10
	4.2 (10 marks)


QUESTION 5: ABSURD THEATRE

THIS QUESTION REFERS TO EITHER WAITING FOR GODOT OR THE BALD PRIMADONNA OR BAGASIE
Candidates should discuss the required devices of Theatre of the Absurd and refer to the play/s they have studied. 

5.1
Absurdism was a theatrical response to the times. After the end of 1945 and World War Two, life had lost all meaning and a general feeling of hopelessness and futility engulfed many people in the world. Religious faith was shaken and man found himself alone in a world without God, because suddenly all the ‘unshakeable’ truths that had served man for so long, were found to have no basis other than the fact that someone believed in them. The atrocities of the Second World War such as the ‘extermination’ of six million Jews, the dropping of the atom bomb and the subsequent destruction, left man questioning his values and beliefs.

In addition to this, absurdist playwrights were influenced by the existentialist philosophers who saw existence as illogical, pointless, arbitrary and cruel. Absurdist playwrights reflect this sense of emptiness, despair and futility in their plays through their characters, the form and structure of their plays and their , themes and settings.

Thus we find that Absurd theatre does not have any of the characteristics of the well made play. As far as the structure is concerned, there are no plotted crises and climaxes, no discoveries and reversals, no well rounded and fully developed characters. The plots of Absurdist plays do not adhere to the traditional structure and form. Dramatic theatre displays a unity of time, action and place; in the Theatre of the Absurd, however, unity of action, time and place is dislocated to reflect a world out of harmony. It is not logical and linear but circular and repetitious to show that life without meaning cannot have a focus or move directly towards some objective. A circular structure communicates the lack of real progress or resolution. Absurd drama is not concerned with the representation of events, the telling of a story, or the depiction of a character as much as the presentation of individuals within a situation. The structure gives the audience the experience of living life in a meaningless universe, often through following a circular pattern – as in Waiting for Godot.  

Characters represent abstractions of human attitude; they do not represent any man in particular, but mankind in general.  The characters of the Theatre of the Absurd often come in pairs.  This is based on the double acts of vaudeville or music hall comedians.  The characters often exist in a master/slave relationship.  This duality creates a functional human being in a dysfunctional world.  They are mutually dependent and often cannot contemplate existence without one another. They are no longer gods or heroes. As opposed to a hero we find an anti-hero whose character is made up of flaws. The characters are exaggerated, largely lacking in identity and most often can be seen as dull and uninteresting. The audience is not provided with the characters’ histories – they have no past and we are given no indication of what their future might be. Absurdist playwrights therefore do not create ‘real’, believable characters because this is irrelevant to the understanding of the play. In Beckett’s, Waiting for Godot, the characters are two tramps, and apart from their contrasting personalities it is evident that their association is based solely on habit. They are victims of a harsh environment and seem to be prisoners of their situation – Waiting for Godot.

Language in traditional drama helps the audience to understand and draw conclusions about the characters and is normally a tool of communication. In absurdist plays, the playwright focuses on the inability of language to bridge the gap between characters. The inner emptiness of the characters is reflected in their senseless dialogue which consists of meaningless chatter or babble and clichés. Language is depersonalising, automatic and meaningless. The characters talk without truly influencing each other. Simple everyday speeches of the Absurd are recognised by the following: 

· incomplete sentences 

· non sequiturs (a statement or conclusion that does not follow logically from what has already been said)

· pauses

· mechanical repetitions

· clichés

· illogical monologues

· incorrect grammar 

· contradictions 

· silence is as great a means of communication as the spoken word

Meaningless conversations and superficial comments are seen as an escape of the tedium of life; new words are created to show people’s attempt to communicate; banal daily conversations are mixed with literary language; puns, clichés, slang and repetition are interspersed with poetic language, a sudden change of linguistic style breaks the mood of the moment, satire is used to mock the human condition; comedy, tragedy and humour are blended; contrasts are used to highlight issues; no sentimentality about the human condition  is expressed; stichomythia (a quick exchange of dialogue) is used in many Absurd textsl; a repetitious style of dialogue is used to emphasise the cyclic nature of life, occasional forceful speeches focus on the reality of the human condition.



The above is the general content base for the essay question. Examiners must use discretion when marking as candidates may give some of the information using specific examples from the text that they have studied)  




The following refers to the prescribed Theatre of the Absurd plays. Candidates should also refer to the play/s they have studied (either Bald Prima Donna OR Waiting for Godot OR Bagasie).  

Give credit to the candidate’s creative thinking and ability to apply knowledge.

The Bald Soprano / The Bald Prima Donna by Eugene Ionesco
Use of language: 

Almost all the characters in the play participate in meaningless chatter to pass the time, and most characters– at least some of the time – do the very opposite of what they say they will do. 

The play uses nonsense and buffoonery to advance its idea that language has become stripped of its command and affective power. 

Words are depleted of force in various comic ways. One way is through boring repetition. For example, the words "bizarre," "coincidence," and "curious," used in the first exchange between the Martins, are worn down to pointlessness through repetition. Words are also misapplied, such as when the Martins and Smiths find the most mundane (ordinary) or trivial (unimportant) act to be "something extraordinary" or "incredible."  Words appear in clichéd expressions, randomly inserted into dialogue that goes nowhere because it is simply a meandering stream of non sequiturs (a statement or conclusion that does not follow logically from what has already been said). Words, deprived of meaning, become mere objects, to be thrown about like insults in a comic but nonsensical free-for-all. 

The Bald Soprano is a "tragedy of language" dealing with the gradual loss of its communicative function and its final collapse into inane phrases and meaningless cliches. At first there is at least a thread of logic in the characters' conversation, but it is often interspersed with contradictory and inconsistent statements, as when, for example, Mr. Smith first says he learned of Bobby Watson's death in the newspaper, then claims that it had happened three years earlier, and that he "remembered it through an association of ideas." 

It is a sort of free association that takes the characters off on ever-widening tangents. For example, in her opening monologue, Mrs. Smith meanders through a series of simple sentences that have no cohesive point at all. 

Towards the end of the play, the mental track-shifting accelerates. The dialogue breaks into a series of non sequiturs, suggesting that rational discourse has become impossible, that relevant thought can not even be sustained past a single sentence or two. The Martins and Smiths simply cascade through unrelated and inane phrase-book clichés before breaking into a sort of syllabic babble. Words degenerate into mere objects, thrown about like pies in a comic free-for-all. 

Characters:

The characters are anti-characters. The Smiths and Martins are entirely lacking distinct or consistent personalities; they are indistinguishable, virtually interchangeable, and essentially characterless. They speak alike, often echoing each other's phrases, as evidenced in the dialogue between the Martins. They are unable to begin and sustain meaningful discourse, for they are defined by the cliches of their class, from which they can not depart and which they never transcend. They are anti-heroes not because they are physically disabled or have weak minds or experience extraordinary bad luck, but because they have no minds at all. None of them serves as a protagonist or main character in any traditional sense. 

There are hints of potential character, conveyed in the vague anxiety that afflicts these figures, something lying outside the ability of their language to express it, except perhaps in isolated moments of indirect word play. Characters seem compelled (bound) to say things, to cover a silence that would expose their vulnerability. When the Martins and Smiths first sit down to talk, they must overcome an embarrassing silence, an uncomfortable moment in which the realisation that they have nothing to say threatens to expose their hollowness. The silence is broken, first with hemming and hawing, then with pointless pleasantries, but the silence keeps returning with its disturbing presence. The silence seems to be a more authentic act of communication than the silly and self-evident comments the Smiths and Martins make. 

Like the Martins, many married couples never really know each other at all.

Because there is no original thought or feeling to distinguish the characters from one another, characterisation is achieved only through the status of the characters. The husbands and wives behave in a very stereotyped, middle-class manner. The husbands are patronising; the wives are petulant (bad-tempered). The characters are distinguished only by having no distinguishing qualities at all.

The couples respond positively to the Fire Chief, or perhaps to his uniform, which he keeps throughout the scene. Perhaps because they are able to pinpoint his role, they are comfortable with him. Both couples fail to see the maid, Mary, as a person until the Fire Chief exhibits his great passion for her. The Smiths are disturbed to see Mary as anything other than their maid; they push her off the stage. It is as though the middle-class Smiths and Martins lose even the appearance of sanity, because they choose not to acknowledge the humanity of people who are different than themselves. The relationship between the Fire Chief and Mary disturbs the Martins and Smiths who are class conscious and find the affair inappropriate.

When Mr and Mrs Martin first enter, they begin their silly exchange of information from which they deduce that they are husband and wife. The two mirror each other in their banal, excessively polite language and their ridiculous inability to make a logical leap to the conclusion that their tediously repetitive banter finally draws them. These are mechanical puppets or interchangeable parts, not flexible humans.

Mary:

Mary, the Smiths’ maid, challenges the class-conscious Smiths and Martins. She presents a threat to them because she is willful and disrespectful, and does not seem to know her place. The couples are self-righteous when Mary requests that she be allowed to tell a story. They find her request presumptuous and inappropriate, and though Mary manages to recite her poem in honour of the Chief, she is forced off stage in the process. 

The Fire Chief: 

He is superficially polite. He takes the role of an adjudicator and confessor, trying to restore peace between Mr. and Mrs. Smith, who have engaged in a nonsensical argument over whether or not a ringing doorbell indicates that there is actually someone at the door. He is also a raconteur (narrator), though his stories are completely nonsensical, without logical continuity, unity, or intelligible point.

Structure:

The play is called an "anti-play".  It parodies the well-made problem play of the realistic tradition. Rather than develop on a linear, causal path towards a climax and denouement, Ionesco's work progresses randomly, and though it becomes increasingly frenetic/frantic near the end, as if approaching an emotional climax, it finally folds back on itself and starts all over again. Its cyclical structure suggests that an infinite and tedious replay is possible, but is aborted, not because there is an Aristotelian end, but simply from practical necessity. Even an anti-play has to finish. 

Although it may be described as a fairly long one-act play, there is no formal division of The Bald Soprano into either acts or scenes. The entrances and exits of characters mark episodic changes that do not carry forward any causal or thematic links. Basically, there are five major episodes or "French scenes": 

1.  The Smiths are alone, arguing over trivial matters and discussing the Bobby Watsons; 
2.  The Martins are alone, tediously discovering that they are husband and wife; 3.  The Martins and Smiths are together, exchanging empty observations and arguing over the significance of the ringing doorbell; 

4.  The Fire Chief arrives, visiting with the two couples, telling stories; 

5.  After the maid's interruption and the Chiefs exit, the Smiths and Martins are alone again, engaging in a nonsensical verbal ruckus. Thereafter the anti-play shifts into a combination epilogue and prologue, starting all over again. 

The play ends by beginning again - it is clear there has been no lesson learned, no growth, and no hope for any meaning in life. This is why the play, while it may be hilarious, is a tragedy.

Performance space:

The setting of The Bald Soprano is so typically "English" as to be a reductio ad absurdum. The interior, the furnishings, the characters' dress and manners are all "English," at least in the sense of epitomising a national stereotype. The setting is the modern interior of a middle-class London couple's home, while the characters are a husband and wife who evidence those qualities attributed to the type, a sort of stoic stiffness and reserve and superficial cheeriness and civility. 

The actual furnishings may be realistic enough, but the behavior of the Smiths and their visitors most certainly is not. Nor is the English clock, which, from the outset, indicates that the action within the seemingly real surroundings is to be distorted through the lens of a parodist. 

Waiting for Godot by Samuel Beckett
Structure

WFG
 cannot be reduced to conventional theatre with plots that can be summarised in the form of a narrative.  Instead of a linear development, WFG presents Beckett’s intuition of the human condition by a method that is polyphonic; the play confronts the audience with an organised structure of statements and images that interchange. WFG does not tell a story, it explores a static situation: “Nothing happens, nobody comes, nobody goes, it’s awful.” 

What passes in the play, are not events with a definite beginning, middle and end, but types of situations that will forever repeat themselves.  That is why the pattern of Act One in WFG is repeated with variations in Act Two.

The play repeats the pattern of the old German students’ song Vladimir sings at the beginning of Act Two.   
Character
Vladimir and Estragon, Pozzo and Lucky are not characters but the embodiments of basic human attitudes, rather like personified virtues and vices in medieval mystery plays.

Pozzo drives Lucky on a journey without an apparent goal; a couple always on the move.  Vladimir has prevailed upon Estragon to wait for Godot; a couple who stays and waits.  Pozzo and Lucky are tied together by a rope; Vladimir and Estragon are tied together by necessity. They are superior to Pozzo and Lucky, because they are less naïve.  They (V & E) do not believe in action, wealth or reason.  They are aware that all we do in this life is nothing when seen against the senseless action of time, which is in itself an illusion.  They are of the opinion that suicide would be the best solution.  They are thus superior to Pozzo and Lucky,  because they are less self-centred and have fewer illusions.

There is a split between the intellect and the body within the play.  Vladimir represents the intellect and Estragon the body, both of whom cannot exist without the other. The mutual desire to pass the time also addresses the question of why Vladimir and Estragon stay together.  Both Vladimir and Estragon admit to being happier when apart.  One of the main reasons that they continue their relationship is that they need one another to pass the time.  Estragon cannot remember anything past what was said immediately prior to his lines.  Vladimir, although possessing a better memory, distrusts what he remembers.  And since Vladimir cannot rely on Estragon to remind him of things, he too exists in a state of forgetfulness.  It is as if Vladimir is establishing Estragon’s identity by remembering for him.  Estragon also serves as a reminder for Vladimir of all the things they have done together.  Thus both men serve to remind the other of his very existence.

Vladimir & Estragon: Complementary personalities

The opposition of their temperaments is the cause of endless bickering, this often leads to the suggestion that they should part.

	Vladimir
	Estragon

	More practical of the two
	Claims to be a poet 

	Persistent 
	Volatile (unstable, unpredictable)

	Cannot stand hearing about dreams
	Dreams 

	Has stinking breath
	Has stinking feet

	Remembers past events
	Forgets as soon as they have happened

	Upset by funny stories
	Likes to tell funny stories


	Voices the hope that Godot will come and that his coming will change their situation
	Remains sceptical throughout, at times forgets the name of Godot

	Protector of Estragon at times, sings him to sleep, covers him with his coat
	Weaker of the two, beaten up by strangers every night


Lucky and Pozzo: sadomasochistic inter-dependence.

They are also complementary in their natures, but their relationship is on a more primitive level.  They represent the relationship between body and mind, the material and spiritual sides of man, with the intellect subordinate to the appetites of the body.

	Lucky
	Pozzo

	Submissive slave
	Sadistic master

	Carries luggage and whip with which he is beaten
	In Act One: rich, powerful, certain of himself

	Dances and thinks for Pozzo
	Represents a worldly man, short-sighted optimism, 

	Taught Pozzo the higher values of life: “beauty, grace, truth of the first water”
	Has an illusory feeling of power and permanence

	More spiritual
	More material

	Mind
	Body

	Go dumb in Act Two
	Go blind in Act Two

	Naïvely convinced of the power of reason, beauty and truth.
	Naïvely over-confident and self-centred


Language

WFG is concerned with expressing the difficulty of finding meaning in a world subject to incessant change.  The language varies from common vulgarity to lyric beauty. The use of language in the play explores the limitations of language both as a means of:

· communication 

· a vehicle for the expression of valid statements 

· and an instrument of thought.

Beckett tries to find means of expression beyond language.  On stage one can do away with words, or reveal the reality behind the words, as when the actions of the characters contradict their verbal expression. “Let’s go”, say the two tramps at the end of each act, but the stage directions inform us that ‘they do not move’.  On stage language can be put into a contrapuntal relationship with action, the facts behind the language can be revealed.  Hence the importance of mime, knockabout comedy and silence, e.g. the variety turn with Lucky’s hat.

Beckett uses the stage in an attempt to reduce the gap between the limitations of language and the intuition of being,which is  the sense of the human situation he seeks to express in spite of his strong feeling that words are inadequate to formulate it.

The concreteness and three-dimensional nature of the stage can be used to add new resources to language as an instrument of thought and exploration of being.

Language in Beckett’s plays serves to express the breakdown, the disintegration, of language.  Where there is no certainty, there can be no definite meaning - and the impossibility of ever attaining certainty is one of the main themes of Beckett’s plays: Godot’s promises are vague and uncertain.

The following indicate that language has lost its function as a means of communication:
· Misunderstandings

· Double – entendres

· Monologues (as signs of the inability to communicate)

· Clichés

· Repetitions of synonyms

· Inability to find the right words

· Telegraphic style (loss of grammatical structure, communication by shouted commands)

· Lucky’s speech of chaotic nonsense

· The dropping of punctuation marks such as question marks

The dialogue itself breaks down again and again, because no truly dialectical exchange of thoughts occurs in it – either through loss of meaning through single words (Messenger boy’s answer to whether he is unhappy; “I don’t know sir”),

or through the inability of characters to remember what has just been said (Estragon: Either I forget immediately or I never forget). 

Dialogue like action becomes a mere game to pass the time (in a purposeless world).

Beckett’s use of language is designed to devalue language as a vehicle of conceptual thought or as an instrument for the communication of ready-made answers to the problems of the human condition.  

It attacks the cheap and simplistic satisfaction of those who believe that to name a problem is to solve a problem, that the world can be mastered by neat classifications and formulations.

Performance Space

The space reinforces the emptiness of the Existentialist world where people feel isolated in their environment.  The stage becomes a metaphor for the world itself.  The empty performace space reflects the oppressive emptiness of the lives of the characters.  The absence of Godot is what the tramps find most oppressive and restricting.  The characters find themselves with emptiness around them and struggle not so much to exist, as to prove that they exist.  The set is clearly described in terms of what is there:  it consists of a tree and a road.  The script does not specify what kind of road or tree.  The design choices will always be aligned to the underlying themes and messages that the director wishes to emphasise. 

Movement patterns on stage reflect that there is no linear plot development, actions repeat one another and there is no clear outcome or a neatly constructed solution to life’s mysteries.  Blocking is therefore often circular and repetitive and it frequently displays urgency, contrasting with the ultimate futility of the action.  The characters could move in repetitious circular movements, or in strict lines reflecting the constriction they feel in theitr own environment.

Bagasie deur André P. Brink
(In hierdie antwoord word daar na die triptiek in geheel verwys. Kandidate hoef nie na elke drama per element te verwys nie – die drie dramas moet wel deur die loop van die antwoord aangespreek word)

Karakters

	Die Koffer
	Die Trommel
	Die Tas

	Klerk

Man

Vrou

Heer

Dame

Kruier


	Odet

Odette

Besoeker

Meisie
	Man 1

Man 2

Kelnerin

Vreemdeling



	In al drie dramas word die volgende aspekte oor karakters geïdentifiseer:

· Die karakters is nie psigologies oortuigend nie.

· Hulle is nie heroïese tipes nie. 

· Die karakters kan beskryf word as die oertipe ‘alleman’/everyman.

· In sy/haar identiteitloosheid verteenwoordig die karakter die moderne mens as metafisiese wese, as mens op aarde, nie mens met sielkundige konflikte nie.

· Hulle is dikwels liggaamlik en geestelik afgetakel – die mens in die wêreld word voorgestel: Soos Vladimir in Afspraak met Godot sê: ‘All mankind is us, whether we like it or not’.  

· Die gehoor kan meelewing hê met die absurde karakter- die karakter kom oordrewe voor, hy/sy is die argetipe van die mens.

· Identifikasie met die karakter is moontlik, omdat hy fasette laat deurskemer van die komplekse karakter van die mens van vandag.

· Die absurde karakter is die anti-held sonder grootse karaktereienskappe.

· Hy/sy het eerder karakterfoute.

· Hy/sy is dikwels oud en afgeleef (Man en Vrou in Die Koffer). 

· Die karakters verkeer ook gereeld in ‘n toestand van verval.  

· Hul voorkoms is vervodde – skoene is voos en stukkend.  

· Die karakters is meer as net allegoriese figure: In Die Koffer: mens in sy ‘Sein zum Tode’ gebeeld: die reis vanaf Mortalie (die doderyk) deur die lewe, is die weg wat alle mense volg.  

· Die karakter beeld slegs die essensiële uit: die ek en die medemens, die ek en sy alter ego/ander helfte.

· Die karakters in al drie dramas kom as pare voor.

· Pare komplementeer mekaar.

· Heg op verskillende wyses met mekaar.

· Geen karakterontwikkeling/gebrek aan motivering.

· Verloor mensheid – word marionette.

· Daadloos, slegs sinlose gebare en gewag.




Opvoerruimte

	Die Koffer
	Die Trommel
	Die Tas

	Verhoog feitlik kaal

Toonbank, verhoog regs

Ry tasse teen agtermuur

Middel agter – groot horlosie wat op 5:00 staan.
	‘n Kaal verhoog wat ‘n amper leë kamer voorstel.  Geen dekor nodig nie. ’n Ingang heel agter links.  Die ingang is bedek deur ‘n skerm.  Agter regs is ‘n ysterbed waarop ‘n lakenbedekte lyk lê.  Heel voor in die middel staan ‘n groot swart trommel.


	‘n Kafee word uitgebeeld.

Twaalf eenderse klein tafeltjies, geragskik in 4 rye van agter na voor, 3 rye in elke ry. By die tafeltjie heel voor regs staan 2 stoele; by die res is daar nie meer as een stoel nie.

	Die absurde benadering tot die gebruik van die opvoerruimte in al drie dramas kan soos volg beskryf word:

· Die eenheid van plek word behou – die handeling vind slegs binne een ruimte plaas

· Lokaliteit /die plek waar die handeling plaasvind is universeel

· Daar word gereeld na die buiteruimte verwys: ‘n vae tussentydse gebied

· Die ruimte benadruk die leegheid van die Eksistensiële wêreld waar die mens geïsoleerd voel in sy ruimte.  
· Die verhoogruimte word ‘n metafoor vir die wêreld waarin die mens leef.
· Weerspieël innerlike geestestoestand
· Die amper leë opvoerruimte reflekteer die neerdrukkende leegheid van die karakters se lewens.
· Bewegingspatrone op die verhoog demonstreer dat daar nie lineêre ontwikkeling in die intrige is nie; handelinge/aksies herhaal mekaar en daar is nie ‘n duidelike uitkoms of netjies omlynde oplossing of definisie vir die misteries van die lewe nie.

· ‘Blocking’ (uitleg van beweging) is daarom in die dramas gereeld siklies en herhalend.  

· Dit weerspieël ook soms ‘n gevoel van dringendheid wat in kontras staan met die uiteindelike sinloosheid en futiliteit van die handeling.  

· Die karakters sou in sikliese formasies beweeg of in formele lyne wat ‘n weerspieëling is van die beperkinge wat hulle ervaar.  


Taalgebruik

	Die Koffer
	Die Trommel
	Die Tas

	In al drie van die dramas kan die taalgebruik soos volg beskryf word:

· Taal is meer as ‘n oordragmiddel.

· Dit is ‘n bewuste demonstrasie van die menslike toestand.

· A-kommunikasie word deur dialoog gedemonstreer.

· Daar is verskeie absurde redenasies wat deurgaans in die drie dramas voorkom.

· Teensprake tussen die karakters is volop.

· Kruisdialoog

· Interne monoloog

· Eggo frases (identies of reduksies)

· Naturalisties georiënteerd

· Kontradiktoriese aard van dialoog

· Meganiese herhalings

· Stichomita – kortlynige afwisselende dialoog

· Monoloogaard van dialoog

· Clichés

· Weerspieël leegheid van karakters


Struktuur

	Die Koffer
	Die Trommel
	Die Tas

	Elke drama is ‘n eenbedryf wat deel vorm van die triptiek, Bagasie.

Hulle word saamgebind deur ‘n blik op menslike verlatenheid wat verdiep tot ‘n bestaansangs.  

Al drie dramas word gebou op die volgende deurlopende temas:

· ‘n religieuse probleem: die mens op soek na sin en na ‘n God wat hom skynbaar onbereikbaar teruggetrek het 

· die vrees om verantwoording te doen vir die lewe

· die vrees om te kies tussen lewe en dood
· koffer, trommel en die tas vorm die middelpunte van ‘n bestaanskrisis

· Die som van ‘n hele bestaan word in ‘n besondere bagasie saamgevat
Die titel, Bagasie bewerkstellig ‘n eenheid tussen die drie stukke, asook die volgende: 

· tema van bagasie wat mens met hom rondra of benodig

· die wag op iets om te gebeur of iemand wat sal kom

· die leegheid en sinloosheid van die mens in sy patetiese bestaan

· vermenging van komiese en tragiese elemente
· al drie dramas is byna intrigeloos – onderstreep monotoniese en herhaling van tyd in menslike aksie
· een situasie is uitgebeeld
· slot word oopgelaat of is sirkulêr
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The following rubric can be used to mark this question

	5.1

Marks
	Code
	Descriptor

	17-20
	Outstanding 
	Candidate able to answer using reference to the guidelines given but writes beyond these guidelines. This candidate does not really need the assistance of the guidelines. The essay is a cohesive and detailed argument linking to the candidate’s interpretation of the topic given. 

	13-15
	Good
	Candidate able to answer using detailed reference to the guidelines given. The essay is cohesive and contains a substantial argument. Connection to topic is clear.

	9-12
	Average
	Candidate able to answer but finds it necessary to use the guideline statements as a start to each sentence before linking it to Theatre of the Absurd. The essay is sound but lacks cohesiveness. Connection to topic is stated but not always proven.

	5-8
	Adequate 
	Candidate answers are on a superficial level, rewriting guideline and making a comment on each. Not an essay, but a series of statements. Connection to topic is accidental.

	0-4
	Weak
	Candidate answers by rewriting guidelines and attempting to make comments. Only some are accurate. Not an essay, but a series of statements. Connection to topic is absent.














(20)
5.2.1 True, Satre was one of the philosophers who expanded the 

existentialist philosophy that influenced Theatre of the Absurd.

5.2.2 False, Dramatic Theatre displays a unity of time and action. In the Theatre of the Absurd, unity of action, time and place is dislocated to reflect a world out of harmony.

5.2.3 True, Beckett was known for plays such as Endgame, Krapp’s Last Tape and Happy Days.  Beckett brought Absurdism to public attention.
5.2.4 True, Sisyphus angered the gods and was condemned to push a boulder up a hill, only to have it roll back down as soon as he reached the top.  The myth refers to the futility of existence, the pointless repetition that was experienced by past war society. 

5.2.5 False, the cast is generally small in Absurd Theatre. Greek Theatre is known for the choruses.

	
	(5 x 2)
	
	(10)
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	Order
	Percentage
	Marks
	Questions

	Higher order
	30
	9
	5.1 (9 marks)

	Middle order
	40
	11
	5.1 (11 marks)

	Lower order
	30
	10
	5.2 (10 marks)


SECTION C: UNDERSTAND AND ANALYSE

ANSWER THE QUESTIONS ON THE TWO PLAYS THAT YOU HAVE STUDIED FROM QUESTIONS 6 – 14

QUESTION 6: BOESMAN AND LENA BY ATHOL FUGARD

This question is a choice one from Section C. 

It tests LO 3: AS1, AS 2, AS 3 Total marks: 30 

	6.1
	Answer according to candidate’s choice, but may include;

- Yes, it has relevance

· Whilst the political climate has changed for the better, many people are still living in abject poverty (economic condition has not improved)

· Boesman and Lena’s characters address the problem of women abuse.  With domestic violence on the rise and threatening to spiral out of control in South Africa, the play is still relevant

· The play should function as a ‘check and balance’ for the present government so it does not repeat the mistakes of the undemocratic previous regime

· The play addresses the legacy of the past (joblessness, poverty, women abuse, landlessness and homelessness) 

· The play encourages the country to address the economic situation of the citizens

· The characters cautions the country not to fall into the previous regime’s mistake of employing repressive social and legislation acts that left many black people landless and homeless in the past

· Boesman’s character, in particular, addresses the psychological ‘make-up’ of some abusive men, which may be the result of the emotional frustrations and economic limitations caused by the previous regime

· The play addresses the sparsely and skewedly distributed resources and infrastructure in as far as houses, transport, etc., is concerned.

· The play challenges the legacy of the previous regime’s strategies of making alcohol easily available to the black communities, while denying them their right and ability to earn a decent living

      
	
	(12)


	6.2.1
	· Lena wants to leave Boesman, but does not have an alternative means of living

· Lena does not want to continue with their wandering way of life, but does not have alternatives

· Lena feels badly treated by Boesman, but also wishes to inflict harm on a bird just because it (bird) has a freedom that she does not have  
	
	(4)


	6.2.2
	Candidates’ own point of view.
	
	(4)


	6.2.3
	· The dialogue has many physical attributes which directly and indirectly refer to the plot of the play, e.g.

BOESMAN: I’ll keep on walking.  I’ll walk and walk...
LENA: Eina…
BOESMAN: Until you are bloody moeg that when I stop you can’t open

           your mouth
     This suggests a people journeying into hopelessness.  The

     whole play is about a people drifting from one place to the next with no

     particular purpose.  

· There are non-oral narratives that reflects the frustrations of Boesman & Lena, e.g.
LENA: [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.]   

BOESMAN: [Pause…  Boesman stares at her.]

LENA: [Mirthless laughter, clapping her hands]

LENA: [She shakes her head… then pauses]

BOESMAN: [Boesman ignores her]               
	
	(5)


	6.2.4
	· BOESMAN: [a gesture of defeat] reflects a dejected couple

· LENA: [Touching a tender spot under one eye] 

Reflects a violent Boesman for this is where he hit Lena

· [Boesman turns away from her, dragging their one mattress to the spot where he will build the shelter.  He then picks up the piece of corrugated iron and examines it, trying it out in various positions … as a roof, a wall, ect.]

Reflects a poor, homeless and landless Boesman and Lena 
	
	(5)
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	Order level
	Percentage
	Marks
	Question

	Higher order
	30
	9
	6.2.2 (4 marks), 6.2.3 (5 marks)

	Middle order
	40
	12
	6.1 (12 marks)

	Lower order
	30
	9
	6.2.1 (4 marks), 6.2.4 (5 marks)


QUESTION 7 uNOSILIMELA  BY CREDO MUTWA

This question is a choice one from Section C. 

It tests LO 3:AS 1, AS 2, AS 3 Total marks: 30 

	7.1
	 Study Credo Mutwa’s staging style / theatrical structure of ‘uNosilimela’ below and answer the questions that follow;  
	
	


	
	
	
[image: image1]
	
	


	
	7.1.1
	· God

· Sacred nature of the performance

· Sacred places

· Ancestral dwelling place 
	
	(2)


	
	7.1.2
	Advantages

· It compares well with all other indigenous performance spaces in other African communities

· Learners (particularly those in the rural areas) may be familiar with this type of staging

· It dispels the myth that indigenous communities (particularly African) do not have a formal theatre structure

· Dispels the myth that indigenous communities (particularly African) do not have a highly developed formal theatre     
	
	

	
	
	Disadavantages

· May be too expensive to stage in financially compromised schools / communities

· May be unfamiliar and confusing to an audience that is accustomed to Western type of staging

· Needs a large space for staging

· May not be easy and more expensive to transport to the next performance / learning space (e.g. theatre)  
	
	(4)

	
	7.1.3
	Give credit for the candidate’s creativity.  Reward motivation from the text.

The candidate could mention the following in his/her answer:

Use of space:

The play can be staged for example inside in the school hall or outside in the school yard or the rugby field.    When using an enclosed space like the school hall, it is important that the whole space be used as an acting area.  The stage could be used as the high area or the ishashalazi.  This will be the main acting area.  Upstage left in the hall area you will find the area used for the ancestors.  The inkundla will be found towards the main entrance/exit of the hall. In between the spaces (inkundla and ishashalazi), there will be a footpath that links the two areas.  The audience would find themselves between and around these areas. If an open space is used for the performance, use the above guidelines.

How the staging will take place:

It would lend significance to the performance if the natural environment would be used to create the illusion of time, rural and urban environments.  The members of the community such as traditional doctors and parents should also be used in the performance as guest actors.

Qualities in learners:

Commitment, respect for time and rehearsal schedules, understanding of the rural and urban settings, a basic understanding of African culture.
	
	(10)


	
	7.1.4
	· Umendo (foot path) is used as a non-oral narrative that tells the story of rural and city life

· Umendo symbolizes uNosilimela’s ‘non-oral voice’ as she journeys (physically, socialy, culturally and economically) into the unknown

· Umendo functions as a link between the world of the living and the world of the Supreme Being and the spirits.  
	
	(6)


	7.2
	“Isilimela” is the group of bright shining stars that appears at midnight in the Northern part of the sky opposite the Southern Cross.

· In spite of all her trials and tribulations, uNosilimela (the character) comes out shining and triumphant.

· African communities, especially amaXhosa, hold stars with reverence and regard them as ancestral abodes.  uNosilimela is then regarded as an ancestral re-incarnation that assumes a sacrificial role in order for her people to be saved.

· The name ‘uNosilimela’ connotes a female character as ‘uNo-‘ is a prefix given to girl children that were born when ‘isilimela’ appeared in the sky.  uNosilimela, then, mirrors the role of a woman in society who has to constantly contend with trials and tribulations not of her own doing.    
	
	(3)


	7.3
	Answers according to candidate’s choice, but may include;

· Yes, she is a victim of cultural injustices and is not afraid to confront it

· Yes, She is religiously grossly misunderstood but is not afraid to rebel against Christianity

· Yes, she endures a great deal of suffering in the city 
	
	(3)


	7.4
	· Structure is episodic and mythical

· Use of narrator and masks

· Songs and dances used to counterpoint action

· Set design has a direct bearing on the action      
	
	(2)
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	Order
	Percentage
	Marks
	Questions

	Higher order
	30
	10
	7.1.3 (10 marks) 

	Middle order
	40
	10
	7.1.1 (2 marks) 7.2 (3 marks) 7.3 

(3 marks) 7.4 (2 marks)

	Lower order
	30
	10
	7.1.2 (4 marks), 7.1.4 (6 marks)


QUESTION 8: WOZA ALBERT! BY PERCY MTWA, MBONGENI MGEMA AND BARNEY SIMON

This question is a choice one from Section C. 

It tests LO3: AS1, AS 2, AS 3. Total marks: 30 

8.1 The Pass law system – All black people were subjected to this harsh law which required a pass book with them wherever they went. Without a pass a black person could not go outside of his own community. This pass was a document of labour control and any white employer or policeman could ask to see it. It stated the name of the bearer and the district where the bearer was allowed to look for work. The bearer only had six days in which to find a job, otherwise he had to try another district. The process of obtaining a pass was tedious and very time consuming.Men had to wait in several long queues and be subjected to medical examinations before the pass was finally issued. A pass was only issued for a period of six months at a time. This system caused extreme hardship and difficulties for black people. If they did not have a pass they were arrested and detained.

Bantu Education – The Bantu Education Act was specifically designed to keep the vast majority of the population ignorant. They would thus be less likely to challenge the system and would remain an unskilled and hence cheap labour force. White learners had to go to school until 16 but non white learners did not have to attend school and could drop out at any time. With few government subsidies available to them, most families could not afford to educate their children so many children dropped out as early as grade 3 not knowing how to read and write. In the play we see the meat vendor, who should be at school, but is not, and the barber comments on his daughter who is doing a ‘LLLLLB.’  
                                                                                                                                                                                                                                                                                                                                                                                                                                                

(Accept other social issues such as poverty, racial discrimination, etc)        











      (6)

8.2 Actors must be highly skilled vocally, able to transform themselves into images of helicopters or slot machines.  Try to choose an actor that is very versatile who would be able to sing, dance and act, who is possibly trained in poor techniques and physical theatre. 

  


    

(3)

8.3 Candidates must justify their choice by referring to the character’s meaning, purpose and action in the play. The answer is subjective as candidates may choose any character.

For example – Characters are not fully defined or well rounded characters but merely stereotypes – based on ordinary people in Soweto. The policeman, Baas Kom and the prison guards are all representations of white people. Their function in the play is to represent the apartheid government. Candidates may choose Baas Kom and say that they found him interesting because he was given so much authority and could therefore manipulate and control his workers to do what he 

wants Today workers have more rights and would not tolerate such behaviour from their bosses. They have avenues to air their grievances whereas people in the play did not.




 



(5)

8.4 Clown noses, tea chests.

The verbal dynamics used by the actors.





(4)

8.5
 There are twenty six short scenes and only two actors who play many roles. The pace therefore is quick as the actors rapidly move from one scene to the next. This is done so smoothly that not even the audience is aware of the scene changes. For example the two actors make the sound of a police siren to link two scenes. 








(4)

8.6 It was useful because it gave people who were previously disadvantaged an opportunity to create a play. The process was a democratic and a participatory one. This allowed issues that were neglected by other established playwrights such as racism and discrimination to be brought into the open, thus highlighting the difficulties experienced by people in the black townships. It was also an effective means of educating black people about the oppression and urging them to take action.  






(4)

8.7 Subjective answer required, but candidates need to substantiate their 

answer.









(4)
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	Order
	Percentage
	Marks
	Questions

	Higher order
	30
	8
	8.4 (4 marks),  8.5 (4 marks)

	Middle order
	40
	12
	8.1 (6 marks) 8.3 (2 marks) 8.6 (2 marks) 8.7 (2 marks)

	Lower order
	30
	10
	8.2 (3 marks) 8.3 (3 marks) 8.6 (2 marks) 8.7 (2 marks)


QUESTION 9:  SOPHIATOWN BY THE JUNCTION AVENUE COMPANY

This question is a choice one from Section C. 

It tests LO 3:AS 1, AS 2, AS 3. Total marks: 30 

9.1 Sophiatown got its name from speculator, Herman Tobiansky, who named it after his wife Sophia.







(2)

9.2 It was a place of freedom and unlike other black townships was not surrounded by a fence. It was one of the few places that black people were allowed to own their properties and people of colour could own their businesses. People of different race groups were allowed to live together in harmony.

(4)

9.3 Overcrowding – because the population grew rapidly, people who owned homes, rented rooms and even built shacks, huts and rooms in their backyards to supplement their incomes through the rent which they collected. This in turn led to other problems like a lack of sanitation and people having to pay a very high price for water.









Crime – Besides the small time criminals who were called tsotsis there were many rival gangs who imitated the style of the American gangster movies of the 1950s. Gangs would be involved in turf wars, robbery and murder. As a result Sophiatown became known as the Chicago of South Africa.  (Accept other social problems)







(6)

9.4 Lulu and her mother share a mother-daughter relationship that was typical of Black Families during the apartheid times. Mamariti was the mother and her word was final and Lulu had to obey or face her wrath. As a result Lulu and her mother argued about issues like education. Lulu felt that Bantu education was useless. Whereas her mother believed that education was important and that Lulu should stay in school no matter what the political situation. Mamariti also had different ideas about what Mingus did for a living and they argued about this. At the end of play we find that both Mamariti and Lulu are in agreement that the forced removals are wrong. They share the same pain and hurt and for once are together against the G – men. 





(5)

9.5 The play is set within the systematic segregationist and apartheid processes of compulsory appropriation of land, enforced population removal and resettlement in other words – forced removals. Sophiatown was regarded as a ‘blackspot’ because in reality it was a threat to the Nationalist government’s policy of separate development.  The Resettlement Board instructed the land owners in Sophiatown to sell their properties but the residents refused to do so. In January 1955 the government announced the date of eviction. This angered the people who formed pockets of resistance. The government demolition teams and trucks however came four days earlier. This was a shock tactic because they knew that the people would be resistant and not move. As soon as people heard of this they started to move their furniture and belongings to the schools and community halls. Without warning heavily armed police and defence force soldiers moved into Sophiatown and forced the people out of their homes. Many people did not get a chance to pack properly or say goodbye to their friends and neighbours. It took five years to complete the forced removals, by which time Sophiatown, looked like a war ravaged place. The play highlights this very painful period in South African history and shows how forced removals tore apart the fabric of society.

 (Use discretion when marking)





(8)

	9.5

Marks
	
	Descriptor

	6-8
	Very good
	Candidate understands the theme of forced removals and is able to answer clearly and directly. Reasons given may connect to the passage or pictures given, but extend beyond it using candidate’s own knowledge.

	3-5
	Average
	Candidate understands the theme of forced removals but tends to rely only on the given  passage and pictures for information.

Answer at 3 often very simplistic just a matter of quoting bits from the passage or describing the pictures. 

	0-2
	Weak
	Candidate makes generalised statements with vague reference to the question. Makes some reference to forced removals but is unable to give specific examples.


9.6  Subjective answer required. Candidates may say yes or no, but must substantiate their responses.









(5)

	9.6

Marks
	
	Descriptor

	5
	Very good
	Candidate able to give examples of the relevance of the play to present SA.  Using at least two of: agenda, content, themes and character. Reasons may connect to the passage given but extend beyond it to the entire text and use is made of the candidate’s own knowledge.

	3-4
	Average
	Candidate may agree or disagree with relevance but is able to give some examples to explain why, using at least one of: agenda, content, themes and character. Reasons given tend to connect to the passage given but may extend beyond it to the entire text.

	0-2
	Weak
	Candidate makes generalised statements with vague reference to the question. Able to refer to the different characters. Only gives a few comments.
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	Order
	Percentage
	Marks
	Questions

	Higher order
	30
	10
	9.4 (3 marks), 9.5 (5 marks), 9.6 (2 marks)

	Middle order
	40
	11
	9.2 (2 marks), 9.3 (3 marks), 9.4 (3 marks), 9.5 (3 marks)

	Lower order
	30
	9
	9.1 (2 marks), 9.2 (2 marks), 9.3 (2 marks), 9.6 (3 marks)


QUESTION 10: NOTHING BUT THE TRUTH BY JOHN KANI

This question is a choice one from Section C. 

It tests LO 3:AS1, AS 2, AS 3. Total marks: 30 

10.1
The candidate should name and discuss any one of the following universal 

issues (in bold): 

The play moves beyond the importance of the Amnesty Hearings.  It engages not only with reconciliation, but with universal issues such as truth, justice and forgiveness.  Other human issues that can be discussed by the candidate could include sibling rivalry (also brotherhood and trust between siblings) and perplexities of freedom (expectations, rights, hopes and dreams), family relationships (bonds of love between family members), truth (as emphasised in the title of the play), also the notion that in order to ensure that what happened to us never happens again, we should not forget.




(3)

10.2 The play is tightly structured around the succession of stories in which Sipho 

identifies what has been taken from him by his brother, Themba.  This causes inner conflict in his life.  At the climax of the play Sipho lists what he wants to reclaim.  Themba has taken from him:

· his blazer [establishes that he feels that this incident encapsulates the way in which Themba dominated his parents affections and attentions, which are also taken from him].

· his wire bus [an expansion on the earlier theme.  This is shown with some humour rather than bitterness and grievance, family memories are clearly a central value for Sipho].

· the opportunity for full time study at a tertiary level.

· the right to bury his father quietly and with dignity, the overt politicisation of this significant family ritual is deeply invasive for Sipho.

· Luvuyo’s respect.

· His wife

These are all introduced as memories of the past, and are confronted in the climax of the play.   Forgiving Themba and reconciling himself to both past, present and future occurs when Sipho acknowledges his true feelings, about himself and his brother. 

Another source of inner conflict is rooted in the fact that Sipho had many expectations and disappointments in the New South Africa.   He voted for the first time at the age of 57 and the details of the two times that he has voted in his adult life are imprinted in his memory as deeply significant dates and events.  Articulating his rights as a citizen and his sense of entitlement, leads Sipho to the subject of his most recent disappointment – not getting the job as Chief Librarian.  He had certain expectations of freedom in the present and for the future. His role remains that of the ordinary man in the Struggle, the “little man” who is not noticed in the mass.   He is one of the thousands, the man in the street.   This leads him to a point of resistance: ‘No!No more!Its payback time.   The taking stops right here and now.”   












(10)

	10.2

Marks
	
	Descriptor

	9-10
	outstanding
	Candidate brilliantly identifies and understands the inner conflict that Sipho is experiencing.  The candidate demonstrates insight.  All aspects are discussed.

	7-8
	good
	The candidate identifies and describes the inner conflict that Sipho is experiencing in a logical and comprehensive manner. Not all aspects are discussed.

	5-6
	satisfactory
	The candidate describes some of the aspects regarding the inner conflict Sipho is experiencing.  The answer does not demonstrate insight and is not well structured.

	3-4
	elementary
	Very basic aspects of Sipho’s inner conflict are discussed.  There are some glaring omissions in the answer. No logical discussion evident.

	0-2
	weak
	The candidate suggests very little (2) or no aspects (0) regarding Sipho’s inner conflict.  Answer is not clear.  Question is misunderstood by the candidate.


10.3


	Criteria for Comparison
	   Thando Makaya
	    Mandisa Mackay

	Cultural understanding

1.  Respect for the dead, burial and mourning practices

2. Understanding kinship systems

3.  Sensitivity to connotations of language in SA politics

4. In response to Sipho’s intention to destroy the library
	1. observing appropriate customs for the dead, for herself, as part of a community, not just because her father might expect that  

2. she and Mandisa are “sisters”

3. “student uprisings”

4. takes this seriously, disapproves, will prevent this by informing
	1. the funeral is “ceremonial”

- My father died two weeks ago.  I”ve done all the mourning”  

2. English understanding that they are cousins 

3. “riots” 

4. laughs, “ Great” 



	In relation to her father
	· respectful of his traditional authority

·  humours him

· through the action makes the choice that she is allowed to assert her needs.

· Moves from “he won’t allow me to go” to

· “blessing and permission” to go to Jhburg. 

· makes the decision to go, with or without permission
	· more independent

· clearly enjoys her father, romanticises the township, and readily acknowledges that “he was a wonderful man” 

· Her father is a heroic figure for her – she has the tenacity to hold on to find out the truth in this regard.

	The Amnesty hearings – reactions to this
	· committed to the TRC process and structure. 

· stands for the principles of amnesty and what this achieves.

· insider status with regard to the issue
	· unexpectedly emotional response 

· queries the notion of amnesty

· outsider status  “from overseas” 














    (12)

	10.3

Marks
	
	Descriptor

	10-12
	outstanding
	The candidate identifies the differences between the two cousins and motivates the discussion using examples from the play.

	7-9
	meritorious
	The candidate identifies some of the differences between the two cousins and motivates the discussion using some examples from the play.

	4-6
	elementary
	The candidate identifies a few of the differences between the two cousins, but does not discuss them. Only a few examples from the play are mentioned as motivation.

	0-3
	weak
	The answer lacks required information.  The question is misunderstood. The answer is not logical and does not make sense.


10.4.1
Proscenium arch stage







      (1)

10.4.2
The set is designed according to Realistic conventions.  The candidate should mention the following according to the clues given by the text. The house will be constructed along the lines of the box set.  

It is a four roomed house, two rooms for living [kitchen and lounge] and two bedrooms.   Everything the actors touch or handle should be absolutely real, bought from second hand shops and furniture stores.    This is following the “slice of life” presentation, even to the extent that the floor and furniture positions are a reconstruction of the real.  The house could be located in a windswept landscape that suggests the surrounding atmosphere of the township, with its litter and thin dry soil. 

As much as the house is representative of the standard plan and construction methods of low income housing – the developments of the Apartheid project – the individual lives of its inhabitants, Sipho and Thando, determine the treatment of the interior, with its modifications, improvements and furnishing. Sipho has a steady commitment to his job at the library, and to the interests of bettering his own life.  He might have an electrical stove rather than a coal stove in his house.  It could be a three plate stove that is connected via a simple three point plug into a power point - this detail is absolutely authentic.

The traces of the lives spent inside the home are useful in creating the texture of the home.   These are the details that tell us about the characters, and have also a symbolic significance.   The house is full of books and files – as Mandisa anticipates from her father’s description.   This makes the interior somewhat unique – it speaks directly to Sipho’s remaining passion, and to Thando’s profession.   The books underscore Sipho’s pride in African literature – he does not just have a job at the library to earn a salary – he is personally committed to the value of reading and education.   Mandela’s Long Walk to Freedom is preset on the coffee table.   It could be used as a prop to reinforce the theme of the “ordinary little man” who has also played his part in the Struggle.   

Mandisa arrives expecting to see the accumulated photographs that speak to her roots, and preserve the family history.   On the old sideboard, individually framed and grouped are photographs, of Thando [at school, at University, with her first car] family aunts and uncles, grandparents… but significantly none of Themba.   These details are crucial to the genre, but are also central to the action of the play.    

 (4)

	10.4.2

Marks
	
	Descriptor

	4
	Outstanding
	Candidate discusses the set design in detail and displays a clear understanding of how the personalities and careers influence the set design.

	2-3
	Average
	Candidate does not discuss all aspects of the question.  He/she only focuses on either the set design OR only on the characters’ personalities and careers. 

	0-1
	Weak
	Candidate does not understand the question.  Answer is vague and disjointed.


[30]
	Order level
	Percentage
	Marks
	Questions

	Higher order
	30
	10
	10.2 (10 marks)

	Middle order
	40
	12
	10.3 (12 marks)

	Lower order
	30
	8
	10.1 (3 marks), 10.4 (5 marks)


QUESTION 11: GROUNDSWELL BY IAN BRUCE

This question is a choice one from Section C. 

It tests LO 3:AS 1, AS 2, AS 3. Total marks: 30 

11. 1
The Xhosa words are used because Thami would have written to his wife in their own language. Most importantly it reveals how Johan is trying to bridge the divide between him and Thami by learning and using Thami’s language.  This supports the understanding in the play that Johan wants to share a future with Thami.









(3)

11.2
This repetition makes the audience/reader aware that Thami is getting more angry and frustrated, it adds to the tension of the moment as we anticipate that Thami might become aggressive to get back his private letter. It also conveys that Johan is insensitive to Thami’s feelings at that moment.













(3)

11.3
Later in the play we learn that Johan killed an innocent man who pointed his finger at Johan. It was dark, Johan was frightened and thought the man had a firearm.  Not only does he bear the guilt of his action, it is also the event that led to him being rejected, even by his own kind.  By pointing his finger Thami awakens difficult and unprocessed feelings in Johan.  That Thami apologises for pointing his finger, even as he is busy with his own sense of outrage about the letter, tells us that he knows why Johan is reacting.  This tells us something important about their relationship.  There is an implication that they have shared intimate details about each other.















(4)

11.4
Johan wants to buy a concession on the river and mine for diamonds until they have enough money to buy and share farm land. Johan thinks that Thami feels the same way, but we finally discover that Thami has been buying illegal diamonds to provide for himself and his family. Thami does not include Johan in his future plans. 








(6)



	11.4

Marks
	
	Descriptor

	5-6
	Outstanding
	Candidate discusses both characters agendas in detail and deals with their different ideals.

	3-4
	Average
	Candidate discusses both characters but has a better understanding of Johan’s motivations as that is mentioned more frequently in the play text.

	0-2
	Weak
	Candidate assumes that Thami and Johan have the same agenda and states it very simply. Uses the words from the question to assist in writing down the answer.


11.5 Johan believes that they are friends and that he has the right to tease Thami. Johan does not see the snatching of the letter as an invasion of privacy. Johan is hoping to clear the guilt and memory of his deed and to secure a happier future, by befriending Thami.  Johan’s reading of the letter can be seen as an assumed intimacy with Thami – something Thami clearly does not appreciate in this instance.  Thami’s tone of warning towards Johan implies that there is a limit to how far he would allow Johan to go.  This is something that occurs throughout the play.  Although most of the time Thami is prepared to go along with Johan’s ideas.  There are points of morality and reason where Thami will draw the line.  This becomes especially significant at the climax of the play, when Thami has to prevent Johan from committing murder.





(4)

	11.5 

Marks
	
	Descriptor

	4
	Outstanding
	Candidate is able to answer clearly and directly. Discusses both characters in detail using close analysis of the text provided. Contextualises both characters.

	2-3
	Average
	Candidate is able to answer on both characters. Uses analysis of the text provided.

	0-1
	Weak
	Candidate makes generalised statement unable to connect to either character clearly but makes a statement or two about the characters.


11.6
Acting as Thami it would be necessary to either use ‘emotional memory’ actor remembers back to a time when his/her privacy was violated and how angry and frustrated he/she felt and use this feeling in the performance of the scene, or the ‘magic if’ where the actor had never felt the same feeling but then will imagine what it must feel like saying ‘what IF I had been treated in this way? What would I do?’








(4)

11.7
Candidate must use his/her knowledge of the play and SA history to discuss the topic.









(6)

	11.7

Marks
	
	Descriptor

	5-6
	Very good
	Candidate able to give examples of why this play could not have been written during the apartheid era. Using content, themes and character. Reasons may connect to the passage given but extend beyond it to the entire text and using candidate’s own knowledge.

	3-4
	Average
	Candidate able to give some examples of why this play could not have been written during the apartheid era. Using at least one of: content, themes and character. Reasons given tend to connect to the passage given but may extend beyond it to the entire text.


	0-2
	Weak
	Candidate makes generalised statement with vague reference to the question. Able to refer to the different races of the characters and mention that in the past they would be unable to act on stage together. Just gives a few comments.
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	Order level
	Percentage
	Marks
	Questions

	Higher order
	30
	8
	12.3 (4 marks), 12.5 (4 marks)

	Middle order
	40
	13
	12.2 (3 marks), 12.6 (4 marks), 12.7 (6 marks)

	Lower order
	30
	9
	12.1 (3 marks), 12.4 (6 marks)


VRAAG 12: SIENER IN DIE SUBURBS DEUR P.G. DU PLESSIS

Hierdie vraag is ‘n keusevraag uit Afdeling C.  

LU3: AS 1, AS 2, AS 3 word hier getoets.  Totale punte: 30 

Die memo vir die Afrikaanse tekste is in Afrikaans aangesien hierdie dramas in Afrikaans bestudeer word.

12.1 Tjokkie is die katalisator van die dramatiese gebeure.  Hy moet ‘sien’, 


want almal se hoop op moontlike uitkoms is op hom gevestig.  

Die sien–tema (sien-motief) ontstaan hieruit.

Hy beskou dit as ‘n heilige roeping, maar ook as ‘n talent wat probleme gee.  Mense misbruikt sy talent soos hulle lekkerkry.  Sy talent bring vir hom niks anders as pyn nie. Hy is ‘n hulpelose slagoffer van sy talent, sy gawe om te sien. Dit word ingelei in die eksposisie wanneer Giel opmerk dat Tjokkie ‘bedonnerd’ genoeg is om te kan sien.  Ma voel dat die sienery Tjokkie seer maak. Almal wil hê dat Tjokkie moet sien – Giel, Fé (ter wille van Tiemie) en uiteindelik Jakes en Giel om hulle onderskeie moeilikhede op te los.  In die tweede bedryf word Tjokkie deur Jakes en Giel gedwing om te sien.  Sy visioen veroorsaak dramatiese spanning en konflik.  Daar is onsekerheid of Tjokkie wel alles gesien het wat hy meedeel en of hy dele daarvan ‘bylieg’ om Tiemie van Jakes te beskerm. Sy beneweldheid na die ‘sien’ suggereer dat dit wel eg was.   Sy innerlike konflik oor sy gawe kom na vore.  
    

(4)

12.2 Die uitwerking van die sosiale en ekonomiese agtergrond op die karakters 


word duidelik gesien deur die probleme wat ontstaan uit die verhoudinge 


tussen mense.  

Volgens Tiemie is daar twee groepe mense: diegene in die Suburbs, en diegene buite die Suburbs, anderkant die spoor – die ‘dandies’ by Tiemie se werk. Hierdie mense weet nie wat in die suburbs aangaan nie. 


Die mense in die suburbs se lewens bestaan uit ‘dwarsklappe en kleintjies’ en mans wat dronk by die huis aankom.  In die suburbs word ‘n vrou in ‘n semi gestop vir die uitsluitlike doel om daar kinders te kry.  In die suburbs is daar sterk klasbewustheid.  Die subkultuur van die suburbs bestaan uit twee dele: dié waarin Tiemie, Ma, Giel, Tjokkie, Fé en Albertus beweeg en die onderste ‘tang’ wêreld van Sybil en Jakes.


Geldsug word baie sterk by Giel gesien.  In sy geldsug steek iets van die maatskaplike strewe om beter as die mense te wees.  Wanneer hy verwys 

na die moontlikheid dat hy ‘n groot bedrag geld kan wen, sê hy dat hy dan  ver bo hulle verhewe sal kan wees.


Tiemie is in opstand teen haar verstikkende omgewing.  Haar mense is sosiale uitgeworpenes en dit voel vir haar asof hulle nie bestaan in die denke van die gemeenskap nie. Jakes voel minderwaardig teenoor die ‘dandies’ by Tiemie se werk.  Hy word deur Tjokkie uitgeskel as ‘n ‘tang en ‘n nobody’.  Hy word beskou as nie goed genoeg vir Tiemie nie ten spyte van Tiemie se ma se losse sedes.  Jakes wil ‘klas’ kry deur met ‘n meisie van stand te trou.  Hy soek ‘n ‘klas’ ma vir sy kinders.

      





(8)

12.3.1 Regisseur: Spelleiding

Insig en kreatiwiteit wat deur die teks gemotiveer word, moet erken word met die nasien van hierdie vraag. Die matriks onder die voorgestelde antwoord verskaf ‘n riglyn vir die merkproses.  Die antwoord kan die volgende insluit:  
Om die rol van Tjokkie en Jakes te vertolk, moet die akteur gebruik maak van die ‘emosionele geheue’.  Die akteur dink terug aan ‘n tyd toe sy/hy dieselfde emosies as hierdie karakters gevoel het.  Gebruik hierdie gevoel in die opvoering van die toneel.  Of gebruik die ‘magic if’ waar die akteur nie dieselfde gevoel ervaar het nie, maar verbeel dan hoe dit moet voel deur te sê, ‘Wat as ek so behandel was?  Wat as dit met my gebeur het? Wat sou ek doen?’


Akteurs moet die agtergrond van die drama verstaan: Dit is ‘n laer-klas voorstadsmilieu waar die mense in semi’s en sinkkrotte hul dae met drank, seks en weddenskappe op perde deurbring en waar geweld ‘n groot rol speel. 

Die spreekbeurte vind plaas tussen Tjokkie en Jakes.  Die regisseur sal Stanislavski se metode van karakterontwikkeling voorstel.

Die regisseur sal eers die karaktereienskappe van die akteurs bespreek:

Tjokkie: die protagonis, die siener, hy is ‘diep van geaardheid’.  Hy het hoë morele standaarde.  In hierdie toneel werk hy aan ‘n ou motor in die agterplaas.  Tjokkie verraai geen vrees wanneer Jakes hom konfronteer nie, maar wys net sy minagting vir Jakes.

Jakes: die antagonis in die drama, die ‘operator’ met ‘n siniese lewenshouding.  Hy martel Tjokkie in hierdie toneel en dwing hom met geweld op ‘n genadelose manier om te ‘sien’.  Jakes is in hierdie toneel baie intimiderend en beveel selfs vir Giel om te maak soos hy sê.  Jakes vererg hom vir Tjokkie en waarsku dat hy nie lelike goed van himself wil hoor nie. 

Die regisseur sal seker maak dat die akteurs goed verstaan wat hul doel, houding, bydrae en status tot mekaar is in hierdie toneel:

Die marteltoneel is skouspelagtig.  Tjokkie word opgehys en gemartel.  Eers wanneer Jakes die domkrag oopdraai en die motor op Tjokkie laat sak, besef Tjokkie wat hy beplan.  Hoewel hy seerkry, pleit hy nie om genade nie. Hy waarsku Jakes, ‘maak my vrek, ek sal nie sien nie’.

Dit is ook belangrik dat die konflik reg hanteer word deur die akteurs wanneer Tjokkie minagtend vir Jakes ‘n tang noem en ‘te low class’ vir Tiemie.  Die akteurs moet ook die fisiese geweld kan voorstel wanneer die domkrag afgedraai word en die motor laat sak word op Tjokkie. Jakes en Giel kry Tjokkie met die block-‘n-tackle agter die kraag van sy oorpak beet en hys hom soos ‘n masjien uit die motor uit. Hierdie toneel bou op tot ‘n klimaks wanneer Tjokkie uit die motor uitgetrek word.  Daar is ook baie dramatiese spanning in hierdie toneel wat bewerkstellig word deur die fisiese gevaar waarin Jakes vir Tjokkie plaas.  Giel sal aarselend voorkom, wat die spanning verhoog – hulle weet nie wanneer ma gaan uitkom en hul onverhoeds betrap nie. Die regisseur moet die akteurs lei om hierdie klimaks te bereik deur stem-en liggaamskarakterisering.







(10)

	12.3.1

Punte
	
	Beskrywer

	9-10
	Uitstekend
	Antwoord is gefokus en goed gestruktureerd, toon insig in die regieproses.  Alle regiemoontlikhede is bespreek.  Kandidaat toon kreatiwiteit. Uitstekende visualisering, gemotiveer deur die teks.

	7-8
	Goed
	Kandidaat gee alle regiemoontlikhede weer, vraag  toon ‘n mate van kreatiwiteit en insig. Kandidaat kan die toneel voldoende visualiseer.

	5-6
	Bevredigend
	Kandidaat gee regiemoontlihede weer, maar daar kort inligting in die antwoord.  Die belangrikste aspekte word wel bespreek, maar die antwoord kort diepte. 

	3-4
	Elementêr
	Die basiese regiemoontlikhede word bespreek, maar kernidees kom kort.  Die kandidaat toon ‘n gebrek aan visualisering en kreatiwiteit.

	0-2
	Swak
	Min of geen poging om die vraag te beantwoord.  Kandidaat verstaan nie die vraag nie. 


12.3.2
Stelontwerper en rekwisiete: Die kandidaat kan kreatiwe en gemotiveerde voorbeelde gebruik, maar die Buick, die domkrag en die katrol moet genoem word.

Die inkleding is volgensie realistiese teaterkonvensies.  Die stel moet lewensgetrou wees.  Die ruimte is die agterplaas van ‘n vervalle, armoedige armblanke voorstad, een van die suidelike voorstede van Johannesburg waar Tjokkie onder ‘n motor (1948 – Buick) lê en werk.  Daar is ‘n agterdeur met ‘n stoepie onder die dak.  Die kombuisvenster is sigbaar.  Daar is ‘n hoenderhok teen die muur. Verhoog links: agter tot middelvoor is die enkelgarage met verweerde houtdeure.  Die garagedeur is oop.  Daar is ‘n 1948 – Buick sonder wiele, opgedomkrag met ‘n nuwe hidrouliese domkrag wat na die gehoor wys.  Aan die balk net agter die deur hang die katrol waarmee die enjin vroeër uitgelig is.  Daar hang wasgoed aan ‘n wasgoeddraad – onderklere, ‘n denimbroek, ens.  Op die garage se plat gewel is die woorde geskryf:  DO NOT PARK IN FRONT OF THIS GATE en later bygevoeg AT YOUR OWN RISK.   Voor teen die muur is ‘n oliedeurweekte werkbank met ‘n oliedrom daaronder.  Die enjin van die Buick is op die werkbank uitmekaargehaal.  

             (6)

	12.3.2

Punte
	
	Beskrywer

	5-6
	Uitstekend
	Die kandidaat bespreek die stel en rekwisiete volledig en korrek volgens die teks.  

	3-4
	Gemiddeld


	Die kandidaat het ‘n beperkte begrip van die stelvereistes.  Al die aspekte word nie bespreek nie.  

	0-2
	Swak 
	Die kandidaat het baie min of geen kennis van die stel en rekwisiete nie. Die kandidaat verstaan nie die vraag nie.


12.3.3
Beligtingontwerper: die toneel speel af op ‘n laat Vrydagaand.  Vroeër moes Albertus vir Tjokkie die ‘leadlight’ aansit.  Dit is dus reeds sterk skemer of donker.  Die beligting moet van so ‘n aard wees dat dit duidelik is dat dit skemer is, en die ‘leadlight’ wat Albertus aangeskakel het, moet sigbaar wees. Die stoeplig is ook aangeskakel.
Alhoewel dit skemer is moet die akteurs sigbaar vir die gehoor wees.






(2)
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	Moeilkheidsgraad
	Persentasie
	Punte
	Vrae

	Hoër orde
	30
	8
	12.3.1 (10 punte)

	Middel orde
	40
	12
	12.1 (4 punte), 12.2 (8 punte)

	Lae orde
	30
	10
	12.3.2 (6 punte), 12.3.3 (2 punte)


VRAAG 13: MIS DEUR REZA DE WET

Hierdie vraag is ‘n keusevraag uit Afdeling C.  

LU 3: AS1, AS 2, AS 3 word hier getoets.  Totale punte: 30 

13.1
Miem vertel hoe hulle hul plaas verloor het gedurende die Depressiejare toe die Afrikaner groot armoede beleef het.  Hulle moet nou ‘n sukkelbestaan op die kleinhoewe voer. Miem en Meisie werk goiingsakke aanmekaar wat hulle vol mis maak en dan aan boere verkoop.         (2)

13.2 Enige vyf aspekte van die volgende:

Die drama speel af teen die agtergrond van die Groot Depressie (1929-1933).  Op ‘Swart Donderdag’, 25 Oktober 1929, het die New Yorkse aandelebeurs in Wallstraat in duie gestort.  Die ekonomiese ineenstorting het dwarsoor die wêreld weerklank gevind en dit was die begin van die Groot Depressie.

Toe die Depressie in 1929 werklikheid word, het die pryse van landbouprodukte in duie gestort.  Baie boere het in die verlede, toe dit goed gegaan het, hul plase oorgekapitaliseer.  Groot verbande is op plase uitgeneem.  Toe die pryse van produkte in die Depressie in duie stort, is die landboubedryf die swaarste getref.  Wol, wat een van die land se grootste uitvoerprodukte was, het feitlik waardeloos geword.  Ander landbouprodukte het gevolg.

SA is ook deur een van die grootste droogtes geteister. Boere het bankrot gespeel toe banke die verbande begin opeis het.  Die boere het geen heenkome gehad nie en het na die stede begin trek op soek na werk, maar daar was nie werk nie.  Die industrieë is net so swaar getref.  Die werkloosheidsyfer het die hoogte in geskiet.  Mense het na myne begin trek in die hoop om werk te kry.  Die meeste van hulle moes ondergronds werk wat weer gesondheidsrisiko’s ingehou het.  Die ‘armblankevraagstuk’ het begin.

Dit is teen hierdie agtergrond wat ons na Mis kyk.   Tyd speel ‘n uiters belangrike rol in die drama.  Ons sien dat dit in die Depressiejare afspeel toe die Afrikaner groot armoede beleef het.  In Mis hoor ons dat Miem vertel hoe hulle hul plaas verloor het en nou ‘n sukkelbestaan op die kleinhoewe moet voer.  Sy en Meisie werk goiingsakke aanmekaar wat hulle vol mis maak en dan aan die boere verkoop.    Dit is as gevolg van die armoede van die Depressie dat Gabriël in die solder sit.  Dis is sy manier van bevryding/ontvlugting.
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	13.2

punte
	
	Beskrywer

	4-5
	Uitstekend


	Die kandidaat het ‘n uitstekende begrip van die sosiale en ekonomiese agtergrond van die karakters.  Die antwoord is logies en duidelik.  Die kandidaat maak gebruik van toepaslike voorbeelde uit die teks om die antwoord te motiveer

	2-3
	Gemiddeld


	Die kandidaat het ‘n goeie begrip van die sosiale en ekonomiese agtergrond van die karakters. Vir 2 punte is die antwoord baie eenvoudig en simplisties met min toepaslike inligting en voorbeelde uit die teks.    

	0-1
	Swak


	Die kandidaat maak veralgemeende stellings.  Daar word op ‘n vae manier na die vraag verwys.  Daar is geen spesifiek voorbeelde nie.  


13.3.1

Prosceniumboog verhoog





      (1)

13.3.2


In die beskrywing van die stel, moet die kandidaat die detail van die realistiese

inkleding aandui.

Die ruimte stel die kombuis van ‘n uiters armoedige huisie voor.  Dit is duidelik dat dit in vroeër jare afspeel:  kleredrag, meubels, koolstoof, ens, dui daarop.  Die huisie is van sink gebou.  

Daar is deure wat na ander dele lei, 

· die gangdeur, heel voor links wat na die res van die huis lei soos die slaapkamers wat dikwels ter sprake kom.  

· die agterdeur (gaasdeur)  agter regs wat na buite lei 

· die valdeur in die plafon waar die ou man al jare lank woon. 

Daar is ‘n venster middel regs. Onder die venster is ‘n wastafeltjie met ‘n brandende olielamp. Onder die tafel is ‘n kom en beker, vloerlappe en ‘n slopemmer.

Daar is ‘n koolstoof, agter middel links met ‘n klein bankie daarvoor.  Links van die agterdeur, teen die agterste muur, staan ‘n riempiesbank. 

Middel, effens links, staan ‘n tafel met oliekleedjie en vier stoele.  ‘n Olielamp hang net bokant die tafel.  Op die tafel is ‘n rol going.  Agter links in die hoek staan ‘n kombuiskas. Regs, heel voor lê ‘n hoop going. 

Op die vloer lê ‘n uitgetrapte linoleum tapyt.  Voor die venster hang verblekte gordyne.  Aan die haak teen die agterdeur hang ‘n manshoed.
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	13.3.2

Punte
	
	Beskrywer

	4
	Uitstekend
	Die kandidaat bespreek die stel en rekwisiete volledig en korrek volgens die teks se aanduiding.  

	2-3
	Gemiddeld


	Die kandidaat het ‘n beperkte begrip van die stelvereistes.  Al die aspekte word nie bespreek nie.  

	0-1
	Swak 
	Die kandidaat het baie min of geen kennis van die stel en rekwisiete. Die kandidaat verstaan nie die vraag nie.


13.4 

Miem is vet, middeljarig met ‘n vlegsel bo-oor haar kop.  Sy is ‘n diabeet en het

water op die knieë.   Sy bly egter lojaal aan haar man, Gabriël wat sy al vir sewe

jaar versorg en wat hom tot die solder onttrek het.

Sy skep die indruk van ‘n sterk vrou, boos en dominerend.  Sy manipuleer vir Meisie op ‘n subtiele manier; sy sal weer siek word en sy verwyt haar ook dat sy nooit weer dieselfde was nadat Meisie die vorige keer so “ongehoorsaam” was om uit te glip nie.

Haar gebrek aan selfinsig kos haar haar dogter, want sy vertel van die ander twee meisies wat weg is.  Die een se pa was so dominerend en die ander een se ma was vol iepekonders.  Intussen is sy aan albei hierdie aanklagte skuldig, maar sy besef nie dat sy daardeur ook haar dogter versmoor nie.

Een van Miem se belangrikste karaktertrekke is haar besondere engheid.  Sy is uiters konserwatief (seksueel en geestelik) en glo op ‘n naïewe wyse dat ‘n moordenaar elke jaar terugkom om ‘n meisie te vermoor.  

Sy is ook ‘n tipiese gasvrye Afrikanervrou en beleefd teenoor haar gaste, Gertie en Konstabel.

As ons kyk na dinge wat sy vir Gertie sê, kan ons aflei dat sy baie reguit is.  As Gertie liggaamsoefening wil doen om warm te word, sit sy haar gou-gou op haar plek met ‘n:

“Ag nee wat, Gertie, daar is ‘n tyd en plek vir alles.”

Ten spyte van haar sodanige konserwatiwiteit, beskik sy oor ‘n valse moraliteit.  Sy gee voor om iets te wees wat sy nie is nie. Sy probeer Meisie aan die Konstabel verkoop deur te vertel hoe breed haar heupe is

Hierdie skynheiligheid van Calvinisme kom ook na vore in haar uitvraery oor die gedrogte by die sirkus.  Sy wil kamma niks van die sirkus weet nie, maar vra tog gretig uit daaroor. 

Haar neurotiese vrees vir die “bose onheil” wat hulle gaan tref, staan lynreg teenoor haar sterk persoonlikheid.

Boonop sit Miem – wat dan nou so kuis is – met seksuele frustrasies.  Sy erken openlik aan Konstabel, wat tog ‘n wildvreemde man is, dat daar “gevoelens” by haar aangewakker word deur die nagtelike teenwoordigheid van ‘n man in die huis.  Haar man sit immers al hoe lank op die solder en al is sy so konserwatief, bly sy mens.

Miem se rol binne die drama:

Miem kom oor as die matriarg van die gesin (in die afwesigheid van die patriarg).  Met haar streng konvensies domineer sy vir Meisie – en in ‘n mate ook vir Gertie as sy haar berispe omdat sy by die sirkus was.  

Sy verteenwoordig die streng Calvinisme en sosiale sisteem van ‘n gedeelte van die Afrikanergemeenskap.  Sy funksioneer as heksebesweerder teen die bose. Sy is ‘n ironiese figuur.  ‘n Mens sien haar aanvanklik as die beskermer van haar dogter, maar eintlik is sy uiters boos.  Sy is figuurlik gesproke blind.  Hier kan ons let op haar bysiendheid (kan nie die garing deur die naald se oog kry nie).  Haar blindheid lei tot die onderdrukking van Meisie.  
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	13.4

Punte
	
	Beskrywer

	9-10
	Uitstekend
	Antwoord is gefokus, ken en verstaan alle kenmerke van die karakter. Antwoord is goed gestruktureerd.  Alle aspekte is bespreek, toon insig en kreatiwiteit, gemotiveer deur voorbeelde uit die teks.

	7-8
	Goed
	Kandidaat noem alle karaktereienskappe.  Antwoord toon ‘n mate van kreatiwiteit en insig. Kandidaat toon goeie begrip, voorbeelde uit die teks om te motiveer.

	5-6
	Bevredigend
	Kandidaat bespreek die basiese eienskappe van die karakter, maar daar kort inligting in die antwoord.  Die belangrikste aspekte word wel bespreek, maar die antwoord kort diepte. Min voorbeelde uit die teks.

	3-4
	Elementêr
	Die basiese karaktereienskappe word bespreek, maar kernidees kom kort.  Die kandidaat toon ‘n gebrek aan visualisering en kreatiwiteit.

	0-2
	Swak
	Min of geen poging om die vraag te beantwoord.  Kandidaat verstaan nie die vraag nie. 


13.5       Kandidaat moet JA antwoord.

Twee magte wat deurentyd teen mekaar te staan kom is beswering van die 

bose soos ons dit by Miem en Gertie kry en  bevryding uit die knellende, eng 

omstandighede soos by Meisie.  

Beswering kry ons duidelik by Miems wat glo alles buite die huis is boos en onveilig.  Sy en Gertie glo aan ‘n moordenaar wat gaan toeslaan.  Die sirkus is vir haar deel van hierdie beswering waarteen almal beskerm moet word.  Dit is vir haar ‘n teken van boosheid en towerspel; dus: dekadensie – aftakeling van die mens se gees.  Gertie vlug na Miem se huis vir beskerming teen die boosheid wat gaan toeslaan.  Meisie is so bang, sy vrees alle vreemde geluide.  Sy weet sy mag nie na die sirkusmusiek luister nie, maar aan die einde luister sy tog – eers nadat sy dit ook probeer besweer het deur haar ore toe te druk.  Hulle moet Meisie daarteen beskerm en ‘n “veilige vesting” bied.  Alles is dig gegrendel en Miem sal self vir Meisie sorg.  

Daar is ‘n verwysing na die feit dat hulle hul oë en ore daardie nag sal moet oophou.  Die moontlikheid van ‘n bo-natuurlike element word hier genoem.  Woorde soos “onheilig, ronddwaal, onaardse drang” beklemtoon die dreigende gevaar.  Miem troos haar daaraan dat die dominee en ouderlinge heelnag bid.  Let op hierdie Calvinistiese, naïewe geloof, wat op sigself nie verkeerd is nie, maar die vrees is allesoorheersend.  Dit staan heeltemal in kontras met die gebede.  Meisie word verbied om na die liggies van die sirkus te kyk – dis ‘n euwel. ‘n Mens begin vermoed dat die vrees en die sirkus dalk met mekaar verband hou.

Ons hoor Gertie is ook bang, want sy sê:  “Vanaand is nie ‘n aand om alleen te wees nie.”  Onheil neem toe as daar ‘n uil roep (tradisioneel teken van die dood).  Meisie sê sy het ook ‘n paar nagte vantevore ‘n uil hoor roep.  Gertie sê almal moet vanaand saamstaan.

Miem praat van ‘n moordenaar, verkragter wat weer op die dorp rond sluip.  Haar vraag oor waar hy gaan toeslaan en wie die slagoffer gaan wees, bou spanning, want die kyker vermoed dit gaan in hierdie huis gebeur, maar wie?  

Die inligting oor Rienie en Sannie wat net spoorloos verdwyn het, is belangrik.  Hulle was jong meisies; dus is Meisie dalk die moontlike teiken.  Miem sê daar is sotte wat nie die gevaar besef nie. 
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	13.5

Punte
	
	Beskrywer

	6-8
	Uitstekend
	Die kandidaat het ‘n uitstekende begrip van die stelling. Die antwoord is duidelike en die die vraag word direk beantwoord.  Daar word na voorbeelde uit die teks verwys. Die kandidaat se antwoord toon insig.

	3-5
	Gemiddeld


	Die kandidaat ‘n beperkte tot goeie begrip van die stelling in die vraag. Die antwoord toon die basiese kennis, maar kort insig en kreatiwiteit.  Vir 3 punte is die antwoord simplisties en basies

	0-2
	Swak


	Die kandidaat se antwoord is ‘n veralgemening, met vae verwysing na die vraag.  Daar word na sommige aspekte verwys, maar sonder enige voorbeelde


	Moeilkheidsgraad
	Persentasie
	Punte
	Vrae

	Hoër orde
	30
	8
	13.5 (8 punte)

	Middel orde
	40
	13
	13.2 (5 punte), 13.4 (8 punte)

	Lae orde
	30
	9
	13.1 (2 punte), 13.3 (5 punte), 13.4 (2 punte)


                   GRAND TOTAL: 150
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ACTING AREAS





1. SPIRIT AREA


Stage area for the supernatural such as gods and ancestral spirits


    CAVE


Sacred enclosure


2. HIGH AREA


Area where the story is introduced & opened


3. LIFE AREA


Stage area for audience/spect-actors & where main events of the play are performed


4. INKUNDLA


Where dramatic action is usually concluded


   UMENDO
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