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Abstract 
The thesis is based on a field study conducted in a South African secondary school and seeks answers to how young 
people living under harsh conditions in a disadvantaged environment experience the opportunity to practice drama 
and performing arts in an after-school programme. Drama is often mentioned as an educational tool and a strategy 
to self-development. But how is it perceived by the adolescents themselves? How do they experience the drama 
activities? And what meanings do they put into these activities as a part of their daily lives?  
 
The drama and performing arts project, concerned in this study, was set up in collaboration between the social 
science research programme HealthWise South Africa and the performing arts company Brown Paper Studio. 
HealthWise South Africa aims at promoting youth development, for example through facilitation of healthy leisure 
opportunities. Brown Paper Studio aspires to create a positive and secure environment where creativity, talent and 
self/group expression can be explored and encouraged, and skills learned, through drama exercises and performing 
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In this study, the experiences of the participating adolescents have been investigated through a phenomenological 
research approach. An analysis, which has been thoroughly worked out with focus on the empirical data, will be 
presented and discussed. 
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Part I: Presentation of the Study 

Introduction 
The conditions of young peoples’ lives have been the object of study in extensive research 
projects within a number of disciplines. Growing up and forming an identity are perceived as 
challenging activities no matter under which circumstances they are exercised. But in a society 
where poverty, criminality and drug abuse are constantly present elements young people can be 
considered to be specifically at risk for developing destructive behaviours. This thesis is based on 
a field study conducted in a South African secondary school and seeks answers to how young 
people living under harsh conditions in a disadvantaged environment experience the opportunity 
to practice drama and performing arts in an after-school programme. Drama is often mentioned 
as an educational tool and a strategy to self-development (See for example Johnstone, 1992, 
Byréus-Hagen, 2000). But how is it perceived by the adolescents themselves? How do they 
experience the drama activities? And what meanings do they put into these activities as a part of 
their daily lives? 
 In 2003-2004, I, the author of the thesis, spent one year as an exchange student at the 
University of the Western Cape, South Africa. In my second semester, I became involved in a 
recently formed drama group, called Brown Paper Studio, on campus under the supervision of 
Fulbright scholar Judyie Al-Bilali from the United States. As a person who was not previously 
engaged in activities of this sort, at least not since my early teens, I experienced how drama 
exercises and performing arts could function as a strategy to stimulate creativity and, through 
that, gain self-knowledge and self-confidence. 
 In 2005, I returned to Cape Town for two months and did not hesitate to say yes when I was 
asked to join the Brown Paper Studio crew again as they started to facilitate sessions in drama 
and performing arts in a secondary school. The project was formed as a part of a larger 
curriculum called HealthWise, which is pursued as a research project in four high schools in 
Mitchell’s Plain, Cape Town. HealthWise is a school-based life-skills curriculum aiming at youth 
risk prevention, which is implemented and evaluated through the research project. As expressed 
in the HealthWise synopsis from 2003 “The goals of the curriculum are to reduce substance 
abuse, pregnancy, and the transmission of HIV/AIDS and other sexually transmitted diseases, as 
well as to improve the positive use and experience of free and leisure time” (Wegner, 2003). The 
drama and performing arts project, facilitated by the members of Brown Paper Studio, was set up 
as an after-school programme and offered as a leisure activity to learners at Glendale Senior 
Secondary School in Mitchell’s Plain.  
 The suburb Mitchell’s Plain was established during the apartheid era1 as a residential area for 
‘coloured’ people. Mitchell’s Plain, whilst targeted for growth and development, still remains 
largely under-resourced and is plagued by a variety of social problems and economic difficulties. 

                                                 
1 Pre-1994. 
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The community of Mitchell’s Plain as a whole struggle under these conditions and it affects the 
youth to a large extent, as they are frequently exposed to drugs, violence and criminal activities 
and they might be attracted to getting involved in destructive behaviours. The HealthWise 
programme works with youth development in several secondary schools in Mitchell’s Plain, and 
according to research conducted within the programme, many learners have expressed a desire to 
engage in performing arts as a leisure activity. Responding to that, the drama sessions facilitated 
by Brown Paper Studio was organised in one of the schools, Glendale Senior Secondary School, 
as an after-school programme. 
 The experience of the adolescents is the focus of this study, but to understand these 
experiences we must connect them to the context surrounding the project and the practices used 
within the project. Drama and theatre practices are based on certain philosophies. At a deeper 
level, these philosophies can also be seen as philosophies of life as the individual is encouraged to 
be open, connect the mind and the body, break patterns and be creative, spontaneous and playful 
(Way, 1993, Johnstone, 1992, Spolin, 1999). In the following sections the background settings, 
some perspectives on drama and performing arts and the objective for this study will be 
presented, as well as the theoretical and methodological frameworks that have been used.  

Backgrounds 
This interdisciplinary research study has developed from an interaction process involving 
different spheres of society. The community of Mitchell’s Plain has, through the secondary 
schools, been approached by the social science research project HealthWise, which seeks to 
facilitate youth development. The drama and performing arts company Brown Paper Studio has 
been involved as a means to that end.  

Mitchell’s Plain: Effects of Apartheid and Challenges of Today 
As earlier mentioned, the construction of Mitchell’s Plain started during the apartheid era. During 
those years, apartheid laws, for example the Group Areas Act of 1950 and the Population 
Registration Act of 1950, were promoted to maintain and strengthen racial segregation and 
oppression. The Group Areas Act was an eviction policy, which forced people of colour to leave 
their homes in the central areas of Cape Town and move to the outskirts, known as the Cape 
Flats (Evans & September, 2004). The history of the multicultural and artistic community of 
District Six is well known around South Africa and in other parts of the world. As a strategy to 
take control over this vibrant community, the apartheid regime forcefully relocated all the 
inhabitants and the buildings in that area were torn down to the ground. The relocation following 
the Group Areas Act was done according to the racial classifications of the apartheid system. The 
groups ‘white’, ‘black’, ‘coloured’ and ‘Indian’ were all to be kept apart from each other. 
Mitchell’s Plain was built as a suburb for the population group ‘coloureds’, which historically has 
got its origin in a mix of Africans and Europeans or Asians.  
 Today, Mitchell’s Plain is still mostly populated by ‘coloured’, Afrikaans-speaking South 
Africans. But to use the term ‘coloured’ when talking about South Africa of today can be 
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considered problematic since it refers to the system of racial classifications used during apartheid. 
In research on South African youth, some scholars have chosen to use the concept ‘black youth’ 
to refer to all young people not historically classified as white. This choice is motivated as a 
discursive strategy for preventing the reproduction of racist labels (Stevens & Lockhat, 1997, p. 
254, Abrahamse, 2000, p. 106). But the labels black, white, coloured and Indian are still 
frequently used in everyday language. Being labelled according to these classifications is still a 
reality for more or less every South African and that plays a huge role in the formation of 
individual and collective identities.2 The concept ‘black youth’ can also be seen as generalising 
because it might be taken as an equivalent to disadvantaged youth and this is not always a correct 
assumption. But it is of importance to this study that the Mitchell’s Plain community in general is 
described as a disadvantaged community (Abrahamse, 2000, Evans & September, 2004). The 
historical background of racial segregation, eviction policies and other oppressive tactics has 
played a huge part in the creation of South African communities, which are still extensively 
challenged by economic deprivation, unemployment, violence and drug abuse. Mitchell’s Plain is 
such a community and in a needs analysis done by HealthWise staff in 2004 (Evans & 
September), the characteristics of the Mitchell’s Plain area have been outlined. To describe the 
living conditions of the community members, topics like housing, transport, recreational facilities, 
gansterism, unemployment, and drug use are covered in the community profile.  
 On average, six to eight people live in two to three bedroom houses, which results in 
overcrowding that causes social and health problems (Evans & September, 2004, p. 14). The 
issue of transport is important because of the demand for safe ways of getting around in a 
community where crime and violence is prevalent. Public transport in the form of minibus taxis 
and trains run throughout the day, but in the evening’s ways of getting around is scarce. 
Recreational facilities do exist in the form of recreation centres, which offers activities such as 
sports, ladies social clubs and literacy programs. But most of the centres are under-staffed, under-
resourced and projected to vandalism. Safety is another problem and some of the centres are not 
open to youth because of the occurrence of gang related violence between rival gangs in the area 
(Evans & September, 2004, p. 18-28). Gansterism is a problem in Mitchell’s Plain and mainly 
teenagers from thirteen years and older are recruited. The gangs are liable for criminal activities 
such as theft, drug smuggling and dealing, murder and assault. Dropout rates for high schools are 
excessive in Mitchell’s Plain and, for some, joining a gang seems like means to provide for oneself 
and even a family in a community where the unemployment rate is incredibly high; 78,7 % 
according to Statistics South Africa. Selling goods on the informal market to earn a minimal 

                                                 
2 I find it difficult to ignore these labels and totally avoid the term coloured when talking about the Mitchell’s Plain 
area. But I have decided to use the term mainly when referring to a historical context or when trying to illustrate how 
intensely this historical context influences the South African society of today. In my opinion the term ‘race’, and the 
classifications that come with it, does not serve any positive purposes, but South Africa is still multilingual and 
multicultural and this is an extremely important characteristic of the South African society.  Considering this, I will in 
some cases refer to individuals and groups as Afrikaans-speaking or Xhosa-speaking to emphasise multi- and cross-
cultural dynamics.  
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income to sustain a living is a strategy used by many community members (Evans & September, 
2004, p. 30ff). Substance abuse is also rife in the Mitchell’s Plain community. Alcohol use is 
extensive in a large part of the community, also among the younger population and high school 
learners. Furthermore, the use of other drugs is widespread and the prevalence of the drug ‘Tik’, 
which is a stronger version of amphetamine, has become a major concern for the community, the 
police and local government. ‘Tik’ is highly addictive, expensive and used in many groups of the 
community. Even use among school children has been reported (Evans & September, 2004, p. 
33ff).  
 In spite of the harsh conditions described in this section and all the challenges that Mitchell’s 
Plain faces, there are possibilities for development. Mitchell’s Plain is being targeted as an Urban 
Renewal Area by the government, which means that resources will be distributed to the area and 
investments will be made.  

HealthWise South Africa  
University of the Western Cape and University of Cape Town, South Africa, are in collaboration 
with Penn State University, United States of America, running a research project called 
HealthWise. The project is funded by NIDA, the National Institute for Drug Abuse in the 
United States, and the main focus is to outline a life skills curriculum with a goal of risk 
reduction. The curriculum is provided in secondary schools as an alternative to a standard Life 
Orientation curriculum. The aim of the research project is to investigate the effectiveness of the 
HealthWise-curriculum.  
 In South Africa, nine secondary schools in the Cape Town suburb of Mitchell’s Plain, have 
been chosen to participate in the research project. Four of the schools, of which Glendale Senior 
Secondary School is one, are intervention schools where the HealthWise-curriculum is taught to 
all grade eight and nine learners.3 The curriculum focus on teaching learners 1) to use their free 
time in ways that will be beneficial to themselves, their families and friends, and their community; 
2) specific skills to make good decisions, control their emotions such as anger and anxiety, 
resolve conflicts, and overcome boredom; 3) specific facts about the causes and effects of drug 
use and sexual risk taking behaviours; 4) specific ways to avoid peer pressure and to take 
responsible action in their free time; and 5) how to link with community resources (Caldwell et 
al., 2004, p. 4f). The other five schools are comparison schools in which the learners are not 
taking part of the curriculum. A vast amount of quantitative data is collected within the 
HealthWise project, but also qualitative methods, like focus groups and in-depth interviews, are 
used to gather information about living conditions and attitudes of the adolescents. The 
HealthWise programme started in 2004 and is now in its third year out of five. 
 Two Youth Development Specialists, with backgrounds in the field of occupational therapy, 
are employed by the HealthWise programme. Their job is to focus on youth leisure in the 
community of Mitchell’s Plain according to the goal of HealthWise to improve the positive use of 
                                                 
3 Adolescents that range in age from thirteen to seventeen years. 
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free time for adolescents. The Youth Development Specialists have implemented a youth-adult 
partnership strategy in the four intervention schools. The purpose is for learners and teachers to 
collaboratively initiate leisure, sport and recreation projects, such as hiking clubs, in their 
respective schools. The intensions when facilitating leisure opportunities, like the drama and 
performing arts project, for adolescents has been for them to: 

• Discover and participate in healthy and positive leisure pursuits which may be new to them 
• Develop knowledge, skills and discipline through participating in leisure activities 
• Become aware of alternative activities to substance use and gangs 
• Learn to value healthy leisure interests 
• Be exposed to a world beyond their own (Wegner, 2005). 
 

After requests from the adolescents in Mitchell’s Plain, the Youth Development Specialists 
decided to initiate a drama project as an after-school programme and approached Brown Paper 
Studio, which is an active drama company on the campus of the University of the Western Cape. 
The Youth Development Specialists liked the idea of getting students to facilitate sessions in 
drama and performing arts for the teenagers for the encouragement of community exchanges. 
The drama and performing arts project was started in one of the intervention schools, Glendale 
Senior Secondary School, and during the second half of 2005 time and resources was spent on 
making the project work and develop.  

Brown Paper Studio 
Since the beginning of 2004 Brown Paper Studio has been an active drama company at UWC. 
The project was initiated as an Arts Residency by Fulbright scholar Judyie Al-Bilali, a guest 
researcher and lecturer at the Department of English, UWC. The vision she had, as a scholar and 
an artist, was to create a space on campus where creativity and talent could be discovered, 
encouraged and appreciated.4 Brown Paper Studio started as open drama session where different 
techniques, like theatre games, improvisation and writing exercises, were used to access the 
creativity of the participants. The name Brown Paper Studio comes from Judyie Al-Bilali’s 
practice of putting large sheets of brown paper on the walls to encourage self expression by 
writing and drawing with coloured marker pens, while listening to inspiring music. By this means, 
an empty room can easily be turned into a creative space. Using the writings on the brown paper, 
and other exercises, an original theatre piece called D’Cipher: Set the Record Round was created with 
the involvement of about forty students that were attending the drama sessions at the UWC 
Centre for the Performing Arts. A core group of about twenty students are now busy putting up 
other productions and recruiting new Brown Paper Studio members. 
 One of the main intentions for Judyie Al-Bilali has been to prepare the students for using the 
skills learned at the studio in community based projects. When she was approached by the Youth 
Development Specialists at HealthWise, she saw it as a great opportunity to put that idea into 
practice.5 Brown Paper Studio members from UWC, students mostly in their twenties, started to 

                                                 
4 Personal communication with Judyie Al-Bilali. 
5 Personal communication with Judyie Al-Bilali. 
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facilitate sessions in drama and performing arts at Glendale Senior Secondary School, using the 
techniques they have been taught in the studio. The decision to start the drama and performing 
arts project at Glendale Senior Secondary School was based on the attendance of both Afrikaans- 
and Xhosa-speaking learners at the school and the fact that a brand new hall was being built on 
the school premises. Brown Paper Studio is a multicultural and multilingual company and this 
brings important dynamics into the creative process. As we will see in the presentation of results 
in this study, the learners have appreciated being offered a space and an activity where cultural 
barriers can be challenged and to some extent overcome.  
 The drama and performing arts project at Glendale Senior Secondary School, facilitated by 
Brown Paper Studio with assistance from HealthWise South Africa, started in May 2005. In 
general, the aim of the project has been to create a positive and secure environment where 
creativity, talent and self/group expression can be explored and encouraged, and skills learned, 
through drama exercises and performing arts. In December 2005, the learners and facilitators had 
been through a rewarding process, with many hours of hard work, and the outcome was the 
successful production of a play called Looking for Mike. By the time of the initiation of this 
research study, a second semester of the project recently started.  

Defining Drama 
Considering the facts that the drama and performing arts project at Glendale was carried out in 
an educational setting with young people and that most of the learners had no experience of 
drama from before, I have chosen to study literature on drama and theatre training which focuses 
on projects and activities in similar settings. Some of the literature is written as practical 
handbooks, which describe specific techniques and the thoughts behind them. Other texts 
describe or evaluate projects that have been carried out under various conditions.  
 The exercises and techniques that can be used in drama, including games and improvisation, 
are innumerable and it would be impossible to create a fair image of them all in one paragraph. 
But in order to study the drama process and experiences of it, we must somehow define what 
drama is. McGregor, Tate and Robinson (1984) have studied drama used in classroom education 
in Britain. Their study is built on observations of and interviews with teachers and learners and 
they define drama “…as an active, social process which draws on the child’s capacity for role play 
– for projecting into imagined roles, characters and situations – as a way of exploring and 
expressing ideas through the body and the voice” (p. 4). Drama exercises as a method is primarily 
used to make participants open up, relax and cooperate (Chaib, 1996, p. 18).  
 In literature on drama in educational settings, the concept of drama is often separated from 
the concept of theatre training. Usually this separation is motivated by a focus on the process 
instead of a final production. Brian Way (1993, p. 2f) argues that drama is purely an educational 
tool for development of the individual. A final production, especially with an audience, is a 
distracting element to a fruitful process. Viola Spolin (1999, p. 10ff), on the other hand, argues 
that having an audience makes a performance meaningful and it does not have to take away the 
focus from the process. A fruitful process, based on the experiences of the group, leads to a good 
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performance. Spolin is concerned about the creative expression of the individual, which comes 
first, as well as the teaching of theatre techniques that will develop throughout the process. 
According to Christina Chaib’s (1996, p. 26) review of drama theories, the latter approach, in 
which drama and theatre combine, has become more common over the years. For example, 
McGregor et al. (1984) choose to see the similarities between drama and theatre instead of the 
differences by saying: “Both essentially rest on the ability to adopt and develop roles and 
characters within ‘as if’ situations; they rely on the body and the voice as the main media of 
expression, and make the same symbolic use of space and time” (p. 7). 
 The concepts primarily used in this thesis to describe the activities in the Brown Paper Studio 
project at Glendale Senior Secondary School are drama and performing arts. The participants in 
the project learn acting skills, as well as other skills, through games and improvisation and in 
general creative thinking is encouraged. Attention is directed to the process, but working towards 
a performance and performing in front of audiences has been an important part if the project. 
The term performing arts also suggests that other forms of creativity, for example creative 
writing, music and dancing, are incorporated in the process working towards a stage experience. 
Along the lines of Spolin, no opposition between a fine process and a final production is 
perceived in Brown Paper Studio and drama is considered to contribute to personal growth as 
well as leading to cultural expression. 
 A vast amount of literature testifies on the positive effects of the practice of drama related to 
personal development. Young people develop skills, explore meanings and exercise their 
creativity through drama. (Way, 1993, McGregor et al., 1984, Johnstone, 1992, Chaib, 1996, 
Spolin, 1999, Byréus-Hagen, 2000, Popova, 2005) Spolin (1999) approaches the topic of learning 
through drama by saying: “We learn through experience and experiencing…”(p. 3). According to 
both Spolin and Way experience and knowledge has got a tight bond. Way (1993, p. 1ff) goes as 
far as saying that drama equals experience and that knowledge is transferred in a direct and easily 
accessible way through drama. Drama stimulates imagination and creativity and broadens the 
options that the individual sees in life. Spolin (1999) claims that the restrictions of approval and 
disapproval in society have made us “creatively paralyzed” (p. 7). Johnstone (1992, p. 19ff) refers 
to his own experience of an educational system that suppressed his creativity by constantly saying 
what was right and wrong. He argues that education actually can be a destructive process and 
continues by giving examples from his own teaching experience. Children that were considered 
to be slow and impossible blossomed in an environment where education was not imposed on 
them but they were asked to experience and explore. Johnstone’s approach is mostly concerned 
with the stimulation of creativity through drama exercises. He considers spontaneity and 
imagination to be important acting skills as well as elements of the personal and educational 
development process. Johnstone has been called the inventor of “Theatre Sports” and Spolin is 
referred to as the Originator of Theatre Games. Her approach is more directed towards the 
teaching of acting skills through games by freeing individuals from their inhibitions. She says: 
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Acting can be taught to the “average” as well as the “talented” if the teaching process is 
oriented towards making the theatre techniques so intuitive that they become the students’ 
own. A way is needed to get to intuitive knowledge. It requires an environment in which 
experiencing can take place, a person free to experience, and an activity that brings about 
spontaneity. (Spolin, 1999, p. 4) 

Spolin uses games to promote spontaneity and by using the concept Group Expression Spolin says 
that theatre is an activity that demands group relationships and her experience is that when 
students play and work together with drama “…differences as well as the similarities within the 
group are accepted” (p. 10). The same experience has been documented by Popova (2005) in her 
thesis Youth Development Through Intercultural Performance – A case study from Wesbank Arts and Culture 
Group, South Africa. The case study describes an arts and culture project where South African 
adolescents, Xhosa-speaking and ‘coloured’ Afrikaans-speaking, came together and created two 
successful performance pieces. 
 The aim of drama is not only to inspire a spontaneous and conscious mind, but the conscious 
body is a part of the process as well. Physical movement exists everywhere, but the body has, 
according to Way (1993, p. 65), also got an emotional side and the emotional wellbeing of the 
body is often overlooked. Physicalization is the term that Spolin (1999, p. 16f) uses to describe the 
non-verbal level of drama and it means to use the body as a tool of expression and 
communication. Further, it implies that the whole person is involved in the drama process, with 
body and mind, which leads to a holistic development of the individual. 

Objective of Study 
The objective of the study is to investigate the experiences of and meanings ascribed to the 
drama and performing arts project at Glendale Senior Secondary School in Mitchell’s Plain, Cape 
Town, South Africa. The focus will be directed towards the experiences of the participating 
adolescents and, consequently, their descriptions of the reality that they perceive will be the 
foundation of the study. These experiences may then be analysed and understood in relation to 
philosophies of drama and theatre training as well as the context in which the project has been 
carried out.  
 
In this study, I aim to answer the following research questions; 
● What does the drama and performing arts project offer the adolescents? 
● Which are the most prominent features of the project according to the material gathered for 
this study? 
● What meanings can be ascribed to the project according to these features, in relation to the 
background settings of the project? 

Theoretical Departures 
There is not much recent literature on drama as it is described above. Most of the literature just 
referred to was written decades ago (Johnstone, Spolin and Way have been re-printed) and it 
might seem questionable if the references are still valid in the twenty first century. But as it turned 
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out, the techniques and the skills development described in the literature were highly comparable 
to parts of the process in the Brown Paper Studio project at Glendale Senior Secondary School. 
At the same time, it is an aim of this thesis to describe the uniqueness of this specific project. 
Through a phenomenological approach I intend to search for knowledge about the experiences 
of the project amongst the adolescents. 

A Phenomenological Approach 
According to a phenomenological approach the search for reliable scientific knowledge ought to 
be directed towards reality as it is perceived and experienced by the people living it. “The man in 
the street inhabits a world that is ‘real’ to him, albeit in different degrees, and he ‘knows’, with 
different degrees of confidence, that this world possesses such and such characteristics” (Berger 
& Luckmann, 1991, p. 13). Berger and Luckmann claim that knowledge can be accessed through 
a phenomenological analysis of every day life, which is analysis of subjective experiences (p. 34). 
Edmund Husserl has been described as the initiator of the modern phenomenology. Husserl 
conducted a philosophic discussion about valid knowledge in the beginning of the twentieth 
century in which he criticised the objectivistic sciences for making claims of generalising truths. 
The solution he promoted was Phenomenology: The science of phenomena as they are 
experienced by human beings (See for example Husserl, 1995, p. 41). What Husserl sought to 
establish was a scientific method where things, phenomena, are seen “as they are”. The object of 
study should be done full justice and, as Husserl argued, the essence and meaning of things is 
discovered by the investigation of how they are perceived and experienced. The phenomena 
described through experience should then be defined by concepts without causing reduction to 
the meaning of them. To experience something is to ascribe it a meaning (Bengtsson, 1993, p. 
23ff).  
 The starting point for investigating experiences is the daily world we live in as human beings. 
The concept lifeworld has been developed in phenomenology to describe the sphere where 
experiences and meanings are produced (Bengtsson, 1993, p. 43ff). The search for knowledge is 
directed towards reality as it is perceived and experienced by the people living it. A phenomenon 
is not something in itself, but becomes something according to the meaning that it is given by 
someone, a subject experiencing the phenomenon. Even if an objective reality does exist, it can 
only be experienced by a subject. Furthermore, the things we want to investigate are always 
investigated from someone’s point of view (Bengtsson, 2005, p. 11ff). Alfred Schutz, who 
developed phenomenology into a theory about social action, argues that the meaning of an 
experience can only be understood subjectively. A full observation of an experience 
“…presupposes that I myself have lived through all the conscious states and intentional acts 
wherein this experience has been constituted” (Schutz, 1980, p. 99). This implies that our lived 
experiences of the lifeworld, and phenomena in the lifeworld, depend on earlier experiences 
added up. Therefore, it is important to consider the contexts in which phenomena and 
experiences are being observed. In the search for knowledge the goal is then to use subjective 
experiences to descriptively create an image of a phenomenon. 
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In the anthology Being There – New Perspectives on Phenomenology and the Analysis of Culture Frykman & 
Gilje (2003) initially quote an interview with Hans-Georg Gadamer: 

I would say that there has been too much talk about phenomenology, and not enough 
phenomenological work. One does not always have to insist that what one is doing is 
phenomenology, but one ought to work phenomenologically, that is, descriptively, creatively – 
intuitively, and in a concretizing manner. Instead of simply applying concepts to all sorts of 
things, concepts ought to come forward in movements of thoughts springing from the spirit of 
language and the power of intuition. (p. 7) 

According to Frykman & Gilje research should be driven by the “…curiosity in people as 
experiencers rather than as receivers of different kinds of messages, as creators of meaning rather than 
interpreters and as actors rather than observers” (p. 14). Phenomenology is about ‘being there’ and 
describe things as they are consciously perceived, which means that the experiencer and the 
surrounding world both become important (Frykman & Gilje, 2003, p. 14f). This all implies that 
phenomenological research should be conducted in a certain way. The researcher has to open up 
to the field of research, get a sense of things, observe. The methodological consequences of 
phenomenology will be further presented below. 

Methodological Framework 
The objective of this study is to describe and promote understandings for the experiences of the 
adolescents in the drama and performing arts project and in my work I have been inspired by 
different phenomenological approaches, for example Grounded Theory. Basic principles of the 
approaches are that they are extensively data driven in their analytical techniques and the 
researcher is encouraged to treat the data systematically but creatively. The features of the 
phenomenological research process according to Clark Moustakas (1994) and Grounded Theory 
(Strauss & Corbin, 1998) will be described below, along with how the collection and analysis of 
data was carried out in practice. Finally, paragraphs on research ethics and methodological 
reflections are added.  

Qualitative Research, Phenomenology and Grounded Theory 
The methodological framework of this study has been outlined considering the characteristics of 
the field and the objective of the study. The field of study is limited to Glendale Senior Secondary 
School and the persons involved in the drama and performing arts sessions. These are learners, 
facilitators from Brown Paper Studio and staff from the HealthWise project. The philosophical 
foundation of phenomenology has been described above and, as mentioned, this approach also 
has methodological consequences. Research methods which made it possible to gain knowledge 
about the drama sessions and the adolescents’ personal experiences had to be found. In Basics of 
Qualitative Research Strauss and Corbin (1998) say “…qualitative methods can be used to obtain 
the intricate details about phenomena such as feelings, thought processes, and emotions that are 
difficult to extract or learn about through more conventional research methods” (p. 11). 
Qualitative research is, according to Strauss and Corbin, to collect data through qualitative 
methods, but also to use qualitative methods to analyse data. Strauss and Corbin promote an 
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approach to qualitative research called Grounded Theory, which can be compared to the 
methods of phenomenology described by Clark Moustakas. Both approaches focus on how the 
researcher should position her/himself when collecting data and what tools to use in the process 
of analysis. According to Moustakas (1994, p. 58), phenomenology is primarily committed to 
descriptions of experience, while Strauss and Corbin’s methodology aims at generating theory 
that has been grounded in empirical data, which represents experiences of human beings. But the 
methods of analysis are similar as both approaches promote systematic ordering of data that has 
been collected with an open mindset.  
 Phenomenology is, according to Moustakas, an empirical science, the science of how things 
are in themselves, and the methodology he describes is thereby to be used in empirical field 
studies. Moustakas (1994, p. 33) argues that the phenomenological research process should be 
characterised by three phases. In the first phase the researcher should break free from everyday 
understandings and judgements to see the investigated phenomena afresh. The second phase 
concerns how a phenomenon is seen ‘as it is’ through a textural description that is extracted from 
the data that has been collected. (p. 34 & 95f) The material is organised into clusters and themes 
and what then follows is a reflective process where “…the focus of attention shifts from percept 
to concept, from texture to structure, from what is immediate to possible meanings” (p. 81). 
Strauss and Corbin (1998, p. 15ff) likewise argue that description is the first step of the analysis 
and it should be followed by conceptual ordering and theorising. Conceptualising is the initial 
phase of theory building, in the process of generating theory grounded in data. As expressed by 
Strauss and Corbin; “A concept is a labeled phenomenon” (p. 103). In the phenomenological 
process the third phase aims at creating structural descriptions of the essences of experience 
through conceptualisation (Moustakas, 1994, p. 97f). Moustakas refers to the enterprise of 
phenomenological research as to understand experiences through a knowledge of essences. An 
essence is a “…condition or quality without which a thing would not be what it is” (p. 100).  But 
he also expresses that “The essences of any experience are never totally exhausted. The 
fundamental textural-structural synthesis represents the essences at a particular time and place 
from a vantage point of an individual researcher following an exhaustive imaginative and 
reflective study of the phenomenon” (p. 100). Thereby, the research process cannot be seen as an 
objective undertaking that reflects a true reality in a positivist sense. According to Strauss and 
Corbin (1998, p. 43), objectivity means being open during the research process and being willing 
to listen and give voice to the respondents. To generate accurate representations of phenomena is 
a goal of the research process.  
 While the phenomenological research process is carried out to create structural descriptions 
of phenomena, Grounded Theory aims at building theory. Theorising is defined by Strauss and 
Corbin (1998, p. 21) as formulating ideas and concepts into logical and systematic schemes. The 
vocabulary used in the two approaches is different but the outspoken ambitions are similar. 
Strauss and Corbin offer a number of strategies to analyse data. Making comparisons within the 
material is one of the most basic operations to identify categories and construct concepts. Then 
the material can be systematically compared to earlier experiences or examples from literature (p. 
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87ff). Moustakas (1994, p. 155) explains how the researcher summarises the study in its entirety 
and then returns to the literature review to compare and distinguish the findings from prior 
research. At this stage social meanings can be discussed and personal and professional values 
added.  

Procedure  
To observe specific environments, how people act in them and, furthermore, to participate in the 
daily lives of human beings has been made a specific methodology by social scientists. If curiosity 
and fascination are combined with systematic and conscious choices, the researcher will manage 
to capture unique moments as well as recurrent situations experienced by the participants in the 
study (Öhlander, 1999, p. 73ff). In this particular field study, qualitative observations were 
conducted during a number of drama sessions at Glendale Senior Secondary School. This was 
done for the purpose of gaining knowledge about the content of the drama sessions, as well as to 
observe responses and reactions to the activities and interaction processes. A central 
characteristic of Brown Paper Studio is that everybody present at the drama sessions has to 
participate in the exercises, in order to create an environment where everybody should feel safe 
to express themselves. Consequently, participant observations were carried out and the 
interaction has contributed to the collection of data.  
 Field notes are a necessity for the researcher. If the setting is not suited for taking notes, all 
thoughts and reflections should be written down as soon as possible afterwards (Öhlander, 1999, 
p. 82ff). Since I was participating in the drama sessions, all impressions gathered had to be 
written down later. All the observation material, including informal conversations, has been 
documented with field notes. Sometimes the distinction between an observation and an interview 
is unclear because of data generation through spontaneous conversations that come up between 
the researcher and the participants (Öhlander, 1999, p. 76). As a next step in the collection of 
data, a group of seven learners and one facilitator were asked to participate in two focus group 
exercises. The exercises, which are called Four Corners and Hot Chair, are done to find out more 
about the attitudes and opinions of the participants on certain topics.  
 Steinar Kvale (1997, p. 54) describes the semi-structured life-world interview and points out 
that in a phenomenological approach the meanings experienced by the participating individual is 
the centre of attention. A semi-structured interview means that the interview can be directed by 
the interviewer in some sense, for example by a selection of themes, but there must still be space 
for the interviewee to bring up new topics (Kvale, 1997, p. 117). An interview guide was 
structured around a few important features identified during the observations and focus 
exercises, but additional questions also came up during the interviews.6 Asymmetrical power 
relations can be a problem in interview situations (Fägerborg, 1999, p. 66). Carolyn Baker 
promotes an idea that the interview procedure is not really to be seen as data collection but rather 
data making or data generation, as the responses of the interviewee are constructed in an 

                                                 
6 See Appendix 1. 
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interaction process. Baker claims that interviews are composed according to the cultural 
knowledge the interviewee and the researcher have of each other. Therefore, reflection of how 
the reality is perceived and experienced according to social categories is necessary (Baker, 1997, p. 
131ff). Baker’s experience of research studies with adolescents, lead her to the conclusion that 
interviews with youth contains additional data except from the most obvious “content”. The 
process of social interaction can also be treated as data in the study of adolescents (Baker, 1983, 
p. 501ff).  
 The participants in this research study all had experience from being interviewed for research 
purposes from before. This can be a positive thing as they might not get nervous in the interview 
situation. But it might also influence their responses, as previous experiences could have 
indicated what is appropriate, or not appropriate, to say in an interview situation. The participants 
knew me from before and I attended the drama sessions for six weeks before I started doing 
interviews. This was a strategy to try to make them comfortable with my presence. The negative 
aspect of being familiar with the field is that some things are not communicated straight forward 
because they are taken for granted. I hope to overbridge that problem in my analysis by 
considering the data collected with the three different methods; observations, focus group 
exercises and individual interviews. 
 The aspects of time and space also affect the interview (Kvale, 1997, p. 153). The eight 
interviews which were carried out for this research study were set in a separate classroom during 
the drama sessions. The interviews varied in length between seventeen and thirty two minutes. 
Ideally, an in-depth interview should go on for longer, but the participants were sometimes eager 
to get back to the session and in most cases they wanted me to be specific with my questions so 
that they could specify their answers, which lead to less elaboration. There was no other time 
when the interviews could have been done, since I did not want the learners to miss other classes 
or stay after school alone with me for security reasons. The selection of interviewees was based 
on who volunteered, combined with a fairly balanced distribution of boys/girls (three/five) and 
Afrikaans/Xhosa-speaking (three/five) participants.7 Four of the interviewees were learners that 
earlier participated in the focus group, four of them were not involved in those exercises. 
 The interviews were audio taped and have been transcribed thoroughly. The material was 
then organised according to themes, divided into categories and compared to notes from 
observations and examples from the literature. The summarizing of the material has lead to a 
description of the most prominent features in the research material. Certain key concepts, which 
have been useful for the understanding of the project, have been noted down and used in the 
reflections over meanings ascribed to the project. 

Research Ethics 
Since the adolescents were already a part of the HealthWise research project, which my study is 
related to, access to the field was made easier. But it was important for me to obtain written 

                                                 
7 All verbal interaction between the participants and me, including the interviews, was carried out in English.  
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student assent and parental consent for participation in this specific study, so I composed a letter 
for the students and their parents to introduce my study.8 I assured them that all data collected 
during the study would be used only for research purposes and kept strictly confidential within 
the HealthWise project. Each interviewee has been given a fictitious name when quoted in the 
text for them to remain anonymous. The students were free of choice to participate or not and I 
made it clear that they could withdraw from the project at any time if they wanted to. By asking 
for consent and informing the participants of the conditions of the study, I made sure that the 
requirements regarding research ethics from the Swedish Research Council (Vetenskapsrådet, 
n.d.) were fulfilled.  
 During a field study, the personal involvement of the researcher is obvious and it is important 
to constantly reflect on how this affects the process (Pripp, 1999, p. 41). Occasions might occur 
when the participants confide in the researcher and decide to share sensitive information, which 
does not concern the study. When young people are concerned, the responsibility of the 
researcher to deal with the situation professionally is even greater. The researcher is not supposed 
to take on a therapeutic role and to prevent such situations I had support from the Learner 
Support Team at the school, as well as the HealthWise staff. 

Methodological Reflections 
When I arrived in South Africa to carry out this research study, a new school year recently begun 
and the drama and performing arts project at Glendale Senior Secondary School was still on a 
break. I became an active partaker in getting the project running once again and this meant that I 
also had to take on some practical responsibilities to make the project work, for example 
organising transport for the facilitators. Together with a small group of facilitators I conducted 
the first few sessions of the semester. I consider it to be a positive thing that I have a history with 
Brown Paper Studio and that I have been actively involved in the project. Through this, I share 
some experiences with learners in the drama and performing arts project at Glendale. This might 
make me biased, but I have tried to be conscious of it and cautious not to turn my own 
experiences into the experiences of the respondents. Being an active partaker has contributed to 
the positive attitudes that I have towards the project. The positive attitudes come from my joy of 
getting the opportunity to be a part of this project, but they are also grounded in the experiences 
of the participating adolescents, which will be described in the coming chapter. The choice of a 
phenomenological methodology for this research study was based on the idea that knowledge can 
be produced in a process where people share their experiences and lifeworlds with a researcher 
who opens up and try to reach the essences of phenomena. To be kept in mind, as mentioned by 
Moustakas (1994, p. 100), is that a researcher can only illuminate a phenomenon from a certain 
perspective in time and space. But the principle that people themselves can teach us something 
about the reality that they perceive and live in remains in focus, according to the basics of a 
phenomenological approach.  

                                                 
8 See Appendix 2 and 3. 
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Part II: Findings 

Introduction 
The music is playing in the big empty hall at Glendale Senior Secondary School and the facilitators 
are busy putting up large sheets of brown paper on the walls. The deafening alarm that serves as the 
school bell sounds and after that comes the sound of hundreds of feet on the school ground. Most of 
the learners cannot wait to get outside the barbed wired fence that surrounds the school, but some of 
them start to pop their heads into the hall and some of them enter. They place their backpacks in a 
corner of the stage and greet the facilitators and each other with hugs and handshakes. A learner 
grabs a coloured marker pen and writes something on the brown paper, others enjoy the music by 
taking a few dance steps. After a while the music is toned down and all the participants form a 
circle, hand in hand, on the dusty floor. “ - Make a sound about how you feel”, says the facilitator 
taking charge over the warm-ups and the participants start to sigh, moan, giggle and scream at the 
same time as they are stretching their bodies in the circle. Things calm down and the facilitator asks 
“ - Who wants to start eye contact?” A participant volunteers and breaks the circle by letting go of 
one hand. The initiator faces the person next to her and then everybody follow in a long chain and 
make eye contact with each person in the group. 

 
This is a description of the routine that starts each Brown Paper Studio session at Glendale. In 
this chapter, I further intend to describe important features of the drama and performing arts 
project identified in the research material. Actual events will be described, as well as attitudes, 
feelings and meanings reflected in the statements of the adolescents. To begin with, a number of 
quotes have been colleted under the heading What is Brown Paper Studio? to give a summarising 
impression of what the drama and performing arts project might mean to the participating 
adolescents. 

What is Brown Paper Studio? 
When the participants themselves are asked what Brown Paper Studio is a variety of answers are 
given. One participant says: 

Thandogaze: It is fun, and it is a lot of activities. When I am in Brown Paper I actually have 
something to do. When I’m not doing Brown Paper I don’t have nothing ahh… something to 
do, and I enjoy myself when I’m in Brown Paper. Yeah, it’s that and I have learned so much in 
Brown Paper. Like, I am so shy when I’m in front of people but in Brown Paper I have 
learned standing in front of people, not being shy, learning how to act. I have… I didn’t have 
such a high self-esteem but now I have one because when I joined Brown Paper I learned a lot 
of things. And people were… like the facilitators were so friendly. They understand us and 
they are so friendly. 

From this quote, we can see that Brown Paper Studio is a lot of things combined. The participant 
expresses that she comes to Brown Paper Studio to fill her free time, but also because she has 
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learned a lot and grown as a person. She has found a friendly environment in the studio and has 
developed a confidence to take more space. These are all important elements. Another 
participant says: 

Sandile: I think Brown Paper Studio is about children having fun and learning things about 
Life Orientation. […] It is life skills, they teach us how to look people in the eye and how to 
speak up when we are talking. 

Having fun is important, but the project is also about learning. It is reflected in the quote that 
Brown Paper Studio has been introduced to the adolescents as a part of the HealthWise project, 
which aims at promoting life skills and has developed a Life Orientation curriculum. The Eye 
Contact exercise seems fascinating to many of the participants. They express that before they 
never really used to look people in the eyes, but now they do it during the sessions and have 
discovered eye contact as a tool of communication that can also be used outside the studio. 
Speaking up and projecting one’s voice on stage is compared to projecting one’s voice in class. 
One participant says: 

Candice: Coming to Brown Paper it’s not only about the acting, it’s about the communication 
and it helps me a lot in school. 

In their definition of drama, McGregor et al. (1984, p. 4) emphasise the social processes on which 
educational drama is based. Learning ways of communicating is a part of the social process and 
another social aspect is to get to know your fellow participants. Sandile continues to explain what 
Brown Paper Studio is by saying: 

Sandile: It’s drama, acting, dancing and music, and games, fun. 

Interviewer: Yes and more? 

S: It is like a playground (laugh) where you can have fun and meet new people, make friends. 

I: Have you made a lot of new friends? 

S: Yeah... like now everybody knows me, I am almost popular. (laugh)  

A playful atmosphere is created through the activities in the studio, which is a place for social 
relationships. According to Spolin (1999) this is one of the basics when creating a rewarding 
workshop atmosphere. She says: “Student-actors are supposed to absorb not only the techniques 
they gain from the workshop experience but also the accompanying moods” (p. 32). She is also 
concerned with the matter of avoiding the How during the workshops. When working creatively 
“…How kills spontaneity and prevents new and untried experiences” (p. 35). These thoughts are 
reflected in the work of Brown Paper Studio: 

Eric: When I talk to someone, I talk to a lot of children about Brown Paper, and with them I 
put it like this; It’s a drama group where you can come, they can help you with what you can 
actually do as an artist, whether it’s dance, singing or acting. But not in the sense that they 
show you, ok you have to dance this way or act that way. We go through the whole process of 
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how you have to stand on stage and, when you aren’t on stage, what goes through your mind. 
[…] You have to think about it, you have to think about the line that you are reading, what it 
means to you. That’s how I put it to people that ask about Brown Paper. And it’s about playing 
games and eating fruit. (laugh) 

The participant has found a place where creative, artistic expression is encouraged and playing 
the games and eating fruit during the breaks are parts of the experience. Having fun in Brown 
Paper Studio is important, but to the participant it is also a matter of reaching for a future goal; to 
make it as an artist. 

Interviewer: Why do you think people choose to come?  

Eric: I don’t know, some say it’s fun. Brown Paper is fun. A lot of children say this is where I 
express myself as a child you see. To me it’s pursuing what I want to do. It’s to me like; We are 
giving you the right hand so now you have to fight for the left hand, in order to make it out in 
South Africa or to make it as an artist somewhere in the world. I’m coming because I think 
there is going to be a reward for me at the end, I’m sure of it. 

In these quotes we can see a number of important features that have been recurrent in the 
material gathered for this study. Having fun playing the games is a part of the experience, as well 
as picking up skills, meeting friends and being given a possibility to express oneself and pursue 
goals for the future. Having something to do in free time and meeting understanding facilitators 
also seem to be important characteristics of the project. In addition, the play Looking for Mike9 and 
the performances were favourite topics to the participants.  
 Based on these topics the experiences of the adolescents will be further explained under the 
headings Playing Games, Performance, Group Expression, Leadership, and Drama as Leisure and Future. 

Playing Games  
“Elephant!” “Giraffe!” “Horse!” “Dung beetle!” The names of the animals, one selected by each 
participant, are repeated together with illustrative gestures in the circle. Now the game can begin. 
The person in the middle of the circle starts a wild chase to get out of that position. It is a matter of 
catching someone before he/she manages to imitate his/her animal and pass the turn on by  
imitating someone else’s. The participants shout with their voices and use their bodies expressively. 
There is a lot of excitement in the room and everybody’s attention is caught up by the game. 

 
The aim of playing games when teaching drama is to open up, become free to experience and 
learn through experience. Spolin (1999) says: 

The game is a natural group form providing the involvement and personal freedom necessary 
for experiencing. Games develop personal techniques and skills necessary for the game itself, 
through playing. Skills are developed at the very moment a person is having all the fun and 
excitement playing a game has to offer – this is the exact time one is truly open to receive 
them. (p. 5) 

                                                 
9 Looking for Mike is a play written by one of the Brown Paper Studio facilitators and it was performed by the 
participants in the drama and performing arts project at Glendale in December 2005. 
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The whole person gets involved in playing a game, the mind and the body, and learns to act 
spontaneously. Playing theatre games for skills development is a technique promoted by for 
example Spolin and Johnstone, who would like to see more creative approaches to teaching and 
learning. 
 When the facilitators from Brown Paper Studio came to Glendale Senior Secondary School 
their first mission was to introduce a number of games to the participants in order to get 
everybody involved and active on their feet. Quite a few of the participants express that they 
thought the games were stupid in the beginning and they felt ridiculous while doing them. They 
were all very self-conscious in the beginning. 

Eric: The first time I used to do… I was very shy, you know, you would take about five 
minutes to do just one thing.  

The specific exercise the participant is referring to in the quote is called Sound & Motion. It is an 
improvisation exercise where one person makes a sound and a movement to the person next to 
him/her. That person then has to repeat the same sound and movement like a mirror and then 
continue by improvising a sound and a movement of his/her own to the next person in the 
circle. Improvisation is to open up yourself and act on your impulses, which is also to put 
yourself in a vulnerable position (Spolin, 1999, p. 25).  
 The participants were to begin with very sceptical towards the games because they thought it 
did not relate to acting and performing arts. But in the process they have all gone through 
changes when doing the activities. 

Candice: At first I was like; Why are we playing these games? What do we need it for? Ok, then 
afterwards, then when Judyie told us we were gonna perform and stuff and what the games are 
for. These games help and then it was ok, but in the beginning I was like; Stupid games and I 
don’t want to be here anymore. But now, I can say it’s fun.  

Many learners that first showed an interested dropped out of the project because they could not 
see the point of “just playing games” in the start of a performing arts project. The participants 
that stayed got to find out that the games could help them a lot when working towards a 
performance. 

Interviewer: And when you did that [work with the script], did you feel that the exercises you 
had done before… did it help you? 

Candice: Yes, it helped us a lot. Because now you have to focus plus you had to… what can I 
say, your mind has to be there. And your body has to be still and focused, so yeah, a lot of the 
games helped. 

To open up and act wild, like when the group scream and shout to release tension in the 
beginning of the session, are important features of the process. The games and exercises are 
playful, but they also demand a certain degree of focus. One of the participants comments on an 
exercise like this: 
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Shalane: Ok like Ewe,10 there you really have to be focused cause you get confused. You have 
to listen for your name, and when it’s three things, the name, the colour and the gesture, then 
you really have to try… above all their voices, try to hear your name and your colour. At the 
same time you have to look around at other people to see if they are doing the gesture to you. I 
think that that game, it’s like a test how focused you are. 

McGregor et al. (1984) argue that “The ability to concentrate attention and focus energy is 
essential to acting-out” (p. 88). That ability is trained through the games. The aim is to catch the 
full attention of the participants who are responsible for holding the energy and keeping track of 
sound cues and visual cues, like they would have to do on stage.  
 According to Spolin (1999), focus is also a way to get rid of preconceptions and experience 
the present. ”The point of concentration is the magical focus that preoccupies and blanks the 
mind (the known), cleans the slate, and acts as a plumb-bob into our very own centres (the 
intuitive), breaking through the walls that keep us from the unknown, ourselves, and each other” 
(p. 24). After an exercise called The Grid, one of the participants expressed that she during the 
exercise felt an inner peace by finding a quiet moment that allowed her to focus merely on her 
self. She was amazed and said that the feeling was completely new to her. The Grid is a square area 
marked on the floor in which the participants move around, but they are only allowed to walk 
straight and turn at sharp angles. The participants are told to follow the basic instructions to 
naturally walk, stand and sit within the grid and to focus on nothing else. With time, other 
instructions are given to the participants. For example, they can choose to lie down, play with 
tempo, levels and styles when they are walking. As a last instruction, the participants are told to 
find a position where they are ready to hold. The result of the whole exercise is a meditative 
feeling, which the participants can use to find focus in the studio or outside. According to the 
participants, the focus games also help them to become more focused in school. 

Shalane: But I think I can concentrate more, you know. Here they taught us to stand still, be in 
one place, let all the energy come in and concentrate, you know like that… So usually when I 
used to do my work I couldn’t concentrate, the noise and the teachers in the class, but now it’s 
like I can ignore everybody and I’m just doing my work. […] So like, I can concentrate much 
better right now. 

Interviewer: You can go in? 

S: Yeah, I bring all that energy here, to me. 

While the participants are having fun they learn to act spontaneously on impulses and direct 
energy towards a focus. In the games and exercises the facilitators coach the participants to be 
expressive and to constantly change the ways of using their bodies and voices. One of the 
participants was amazed to realise that:  

Kim: We could have put a whole play together even by just trying to be something, just using 
our bodies like we do in the games.  

In this quote it becomes obvious that also the body is involved in the drama process. The body 
and the voice are the tools of communication for the actor, as mentioned in the definition of 

                                                 
10 The name of a focus game. Ewe means yes in Xhosa, but any affirmative in any language can be used in the game. 
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drama promoted by McGregor et al. (1984, p. 4), and this is why it is important to warm up the 
body in the beginning of the drama session. Unnecessary tensions, physical and psychological 
blockage, have to be removed in order for an actor to be able to direct energy in the way he/she 
wishes to. Freeing the body can be a very difficult process as the ways we live our everyday lives 
restricts postures, patterns of behaviour and movement. The tensions that we carry in our bodies 
result in poor voice projection, stiff joints and waste of undirected energy. A variety of exercises 
are used to release these tensions that inhibits the individual (Bradby et al., 1983, p. 123ff). 
During the warm-ups the participants are told to focus on their breath and to stretch and shake 
every body part to release tensions. They take on a neutral body position with the feet beneath 
the hips and the arms along the sides. Now and then, during the sessions, participants slide back 
into a protective comfort zone by crossing arms and legs when they are standing. The facilitators 
remind them to relax their bodies and stay open. Spolin (1999) says:  

Our first concern with students is to encourage freedom of physical expression, because the 
physical and sensory relationship with the art form opens the door for insight. Why this is so is 
hard to say, but be certain that it is so. It keeps the actor in an evolving world of direct 
perception – an open self in relation to the surrounding world. (p. 16)  

Spolin finds it difficult to explain why releasing ones body gives more insight, but to use a 
phenomenological perspective the body is not only the tool of the actor, but also the tool of 
perception for every human being (Bengtsson, 1993, 53ff referring to the works of Merleau-
Ponty). The experiences of human beings and our impressions of the world are depending on the 
ability to perceive. Keeping an open mind and an open body is to consciously take in the world 
and get to know more. The drama exercises encourage openness, new experiences and ways of 
seeing the world. Creativity is stimulated in the drama session when the participants take in 
impressions and then act upon them. 
 For the participants, the encouragement to use their bodies has lead to a discovery of the 
body as a tool of communication. 

Interviewer: We also talk a lot about using the body in drama, what do you think about that?  

Shalane: I never thought of being more free you know, doing… doing the gesture more, I just 
thought of doing it a little… but now in Brown Paper I’m doing more of that, I’m doing it you 
know more forcibly. 

I: Exaggerating the movements? 

S: Yeah, I’m using the body to speak more. 

In a creative environment the individual must feel free to express oneself in any mode of 
communication. Brown Paper Studio seems to have been successful in offering an environment 
where the participants feel free to express themselves. 

Eric: It’s nice to be here, for me it’s like it’s different from other places, you know, because you 
don’t get to act the way you act at Brown Paper […] It’s a good thing because it helps you, 
because you are finding out that you are good at… that you can do this, and also someone 
knows that you can actually do it and that you are good at it.  
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Different techniques can be used to facilitate self expression. Playing games is the first step to 
loosen tensions and stimulate creativity in Brown Paper Studio. Writing on the brown paper is 
another technique that is being used in the studio.  

Writing on the Brown Paper 
Writing on the brown paper is an important part of Brown Paper Studio, considering that the 
drama company has been named after this practice. It is supposed to give the participants an 
opportunity to express themselves creatively in writing or just spontaneously write or draw 
anything. The brown paper is a part of every session but sometimes the practice is used more 
actively for writing exercises on certain topics. When asked about writing on the brown paper 
one of the participants says: 

Craig: (laugh) Ok, mostly we only write our names, but we also sometimes writes messages, 
like things you can use, some people even write poems or sometimes they give us a subject to 
write on. 

The participant seems to show some embarrassment over that they “only” write names. After the 
first session of the year 2006, a facilitator expressed disappointment, to the other facilitators, over 
that the participants were back to just writing names and tags on the brown paper, instead of 
expressing things with more depth. The facilitator was hoping to see a creative and artistic 
development through the practice of writing on the brown paper. But to some of the 
participants, the practice of putting up paper on the wall to write on seems to have a positive 
value in itself, no matter what is written. 

Interviewer: And when you write on the Brown Paper? That is why it is called Brown Paper 
Studio... 

Sandile: We do graffiti and all that stuff, that we could do outside but we do it on the paper 
instead. 

I: And you like that? 

S: Yeah, every student like that, because it is an opportunity we are not given, to write on the 
wall, now we write on the paper. 

Just being given the opportunity to write on the wall can also create a feeling of freedom. Artistic 
creativity can be encouraged by the provision of means to expression, but the process cannot be 
forced. Giving the participants topics to write on might be good for writing exercises and the 
creation of theatre pieces, but it serves a different purpose than the spontaneous writing on the 
wall. Being asked to state ones opinion on a topic is also an opportunity to self expression which 
the participants seem to appreciate. 

Interviewer: And when you are given a topic, what comes out of the writing? Do you think it is 
something good, something substantial or… 

Craig: Yes, because if they give us a subject you get a lot of different like opinions, lots of 
different opinions of all the children, like not just one thing. […] It is a unique opportunity 
because I don’t do that anywhere else, maybe in a diary or something but not otherwise. 
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An important thing to take note of in the previous quotes is that the participants talk about 
writing on the brown paper as a positive opportunity that they are being given. To work with a 
script and to act on stage in front of an audience, were other opportunities that were offered in 
the project. 

Performance 
The group of young people is sitting there full of expectations. Now we must just make the DVD 
work and the show can begin. Last years performances of Looking for Mike were videotaped and 
the young actors will now for the first time see themselves perform. There we go! The technical 
equipment is finally on our side. Applause and whistles sounds when the first actors enter the stage 
and it is followed by one hour of hearty laughs and loud comments. One of the actors even stand up 
in front of the crowd to take a bow and receive applause after a scene. It is almost a show in itself to 
watch the facial expressions of the participants as they see themselves appear on the screen.  

 
The process in Brown Paper Studio at Glendale started with the building of a spontaneous and 
creative atmosphere through the games and exercises. After a while, pieces of the script Looking 
for Mike were introduced to the group and further it was announced that the whole play would be 
put together and performed once at the Centre for Performing Arts at UWC and once at the 
Main Hall at Glendale Senior Secondary School. This caused great excitement amongst the 
participants and a process of hard work with the script and many rehearsals begun. 

Shalane: Well, first I thought it was just; Here is the script, just read the lines and then we are 
just gonna do the play. But… the process was like… we had to work hard and we had to eat 
the script, we had to sleep with the script, we… it was just about the script. We had to do it 
over and over again. I think I got better at it than I was the first time, because I think I got 
more into the character. I didn’t think about getting into character and trying to imagine that I 
was that character, trying to live the life, being another person. In the beginning I thought of 
acting not being. 

A benefit with drama in education is, according to McGregor et al. (1984, p. 31), the 
opportunities that are given to explore reactions and responses in ‘as if’ situations. “Feeling” a 
character might lead to greater awareness of peoples’ reactions and behaviours in life. Another 
benefit might be that working with a text or script can motivate learners to improve their reading 
skills (McGregor et al., 1984, p. 37) and the skill to communicate the meaning of a text. 

Interviewer: And the process leading up to that, when you were working with the script, how 
was that? 

Sandile: It was fun because we were more serious and concentrated, not that we weren’t focus 
on other things but we were like improving our skills everyday. 

The participants appreciated working towards a specific goal and experienced most of the 
pressure and hard work to be positive. In the end they would get their rewards; a successful 
performance and positive responses from the audiences. After the performances, the group 
showed great excitement over pulling it off. 

Candice: […] The first show was very exciting. We all were like; Oh, we did it! It was very nice. 
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To the adolescents, performing seems to be about challenging oneself, doing something you 
never did before and being seen. 

Kim: I am normally this person sitting in the audience looking at what is going on on the stage 
and what someone is doing. Now you are just standing there and talking to people or doing 
something and you are acting something here and people are looking at you and it is something 
people will remember. 

- - - - - 

Interviewer: And the performance when you were on stage, how did it feel? 

Sandile: It was good because you could see people watching you, all the work that you put in, 
and people were watching YOU. 

I: And that is a good feeling? 

S: Yeah it’s good, because you worked hard. 

All the participants have a hunger for being on stage, which can be explained by the experience 
of a boost for the self-confidence. But, to some extent, the desire to be seen lead to a negative 
experience for the participants with smaller parts in the play. 

Interviewer: Last year you worked with a script and you did Looking for Mike, how was that? 

Thandogaze: It was fun but at the same time it was unfair because I was only doing… I never 
said much lines. When I was looking at my DVD I saw that I only appeared at only two things. 
But other people they were doing a lot.  They had scripts, they had lines to say, but we did not, 
so it was a bit unfair like that. 

I: So you would have liked to have a bigger part?  

T: That would be nice. 

I: But when you worked with the script, how was that? How was the process for you guys that 
didn’t have so many lines? 

T: We didn’t feel good about it and some of the time, at one point we thought of quitting 
because we didn’t have anything to say. Some of us were shape shifters only and they didn’t 
have lines. I had one line. 

Each part of a performance, no matter how small it is, is important for the final production, but 
some participants still felt left out. For Thandogaze, the new friendships that she made in the 
group was the main reason not to quit the project after she was given a small part in the 
performance.  
 Except from the stage experience, another participant appreciates that the performances were 
taking them places and gave them the opportunity to see new things. 

Eric: It was different, cause performing it here [at Glendale] it almost felt like it was a few 
levels down, cause when you go to UWC everyone was like; Ok this is UWC, there are 
university people who are studying art, some of them have probably been with professional 
people like we are with Judyie. Not that I gave less of what I had here at school, but it was like 
this moment at UWC. There is gonna be professional people here so now you gonna give all 
you have. So we all went on stage and we were all stars. We all felt like stars because we were 
doing it at UWC and when we did it at school, not that we felt less like a star, but it was just 
that atmosphere of arts.  
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Interviewer: This school is the environment where you normally are so maybe… 

E: Yes, it’s everyday life so going to UWC was something new you see.  

In the past, the separation between drama and theatre in education has been defined by a focus 
on the process or on a final production. But over the years, as Chaib (1996, p. 26) mentions, the 
distinction between the two approaches has become less pronounced and the positive outcomes 
of working towards a performance while still valuing the process are often emphasised. Being 
opposed to performance in front of audiences is often linked to the matter of not wanting to 
expose the participants to judgement. But according to Spolin (1999) the audience should not be 
“…regarded either as a cluster of Peeping Toms to be tolerated by actors and directors or as a 
manyheaded monster sitting in judgment” (p. 13). The role of the audience is to become 
involved, to experience something while watching a performance, not to judge. Understanding 
the role of the audience, which is enjoyment and involvement, will also free and release the 
performer. The participants in the project seem to see the mutual relationship where the audience 
can enjoy a performance that the participants enjoy performing.  

Candice: […] as a community they can enjoy what we are doing because we come and do it for 
them. They can come see us. So, yeah it’s just the whole thing and lots of children inside the 
community they can come and do it so they don’t have to be outside. 

Hornbrook (1991) argues that emphasis on the therapeutic benefits of drama has in the past 
taken away the attention from the idea of drama as communication to audiences and that is why 
there has been a separation between drama and theatre. Hornbrook wants to acknowledge drama 
as a performing art, which cannot be separated from other forms of arts education (p. 2ff). He 
rather distinguishes ‘high arts’ from ‘grounded aesthetic’, a concept he has borrowed from Paul 
Willis. While ‘high arts’ emphasises the abstract and sublimated in a sentimental approach to art, 
the ‘grounded aesthetic’ deal with the production of meaning and explanations of concrete 
conditions and situations (p. 33). Hornbrook refers to Esslin when saying that drama has become 
a primary mode of communication of ideas and behaviours. Identities and ideals are 
communicated through dramatic art in our society (p. 13). Drama and performance can thereby 
be a way for the adolescents to communicate their own ideas and values, through a ‘grounded 
aesthetic’ from Mitchell’s Plain. 

Craig: I think like many people they will say; Ohh you are from Mitchell’s Plain, you are good 
for nothing. But if we do this and we go to theatres, like Baxter theatre,11 then people would 
see that just because it is like a disadvantaged community, it doesn’t mean that there can’t 
come anything good out of it. 

Interviewer: So you would like to prove them wrong? 

C: Yes. 

Performance can be a way of giving voice to a disadvantaged community, and reach out to the 
surrounding world, for the participants. McGregor et al. (1984) say “A primary function of the 

                                                 
11 Theatre complex in the southern suburbs of Cape Town with a good reputation. 
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arts is to make sense of the life of feeling through expressing and representing problems of 
subjective understanding in symbolic form” (p. 15). The subjective understandings of the 
participants in the world that they live can thereby be reflected on and communicated to others 
through drama and performances, which are social activities. One must remember that drama is 
always a social activity and everything in the studio happens in a process of interaction. Pulling 
off a successful performance, as well as sharing the moments leading towards it, is unifying for a 
group. This is reflected in many of the statements from the participants. 

Group Expression 
Kim: The Machine is when… an example is you know the old clocks and each part in the clock 
controls it. There is one wheel and then there is another wheel that is holding that wheel and 
they are moving together and it is like in sync. Everything in the clock helps the clock move 
and in the machine it is the same. […] I make a sound and a movement to that sound and 
everybody else have to make a different sound and a movement with that sound. We have to 
walk all together so the clock is every person. When the person that started goes faster and 
then everybody has to go faster and when it goes slow everybody goes slow. 

Interviewer: So it is a cooperation? 

K: Yeah! 

The above description of the exercise Machine represents how the participants are taught to 
cooperate and synchronise the energy on stage. Drama and theatre is interaction and group 
expression. Unity on a symbolic level, like in the Machine, also seems to have inspired the 
participants to unite on a daily basis. 

A Safe Environment 
The participants all mention the self-consciousness they felt in the beginning of the project. To 
open up, like the drama exercises encourage you to do, is to put oneself in a vulnerable position. 
Therefore, it is important to create an accepting environment in the studio. 

Shalane: When I first started out, it was like, you know, it was like wanting to hide and not do 
anything in front of anyone. But now since we got to know each other, you know, the 
atmosphere started to get more friendly to me, so I started coming out. I feel more 
comfortable to do just anything. Because they make you feel comfortable to do anything. They 
don’t restrict you. 

Interviewer: When you say they, is that…? 

S: The whole group, yeah. 

A certain kind of trust has developed in the group, which make the participants feel safe and 
comfortable in the studio. Christina Chaib (1996) has been conducting research on adolescents 
and theatre as a leisure activity in Sweden and she concludes, in line with a number of drama 
pedagogues, that drama as a creative activity makes individuals more confident and prepares 
them for situations in real life (p. 130-223). Trust that allows the participants to open up and not 
feel embarrassed is commonly developed in theatre groups. It is about letting go of the fear of 
being laughed at and realise that the others in the group are not judging you. The accepting 
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atmosphere has a lot to do with the development of confidence, according to Chaib. She refers to 
Read (1953, 1956) who elaborates on the personal development of children combined with art as 
a form of expression and communication. Trust and support are basics when young people are 
exploring new ways of expressing themselves and from that the participants can grow as 
individuals and develop artistically (Chaib, 1996, p. 134f).  
 The participants at Brown Paper Studio have developed a group feeling and trust for each 
other, but according to observations at some of the sessions the trust, and the harmony it brings, 
can also be fragile. When an improvisation exercise is to be carried out in a larger group, the 
atmosphere sometimes gets a bit chaotic. The participants become noisy and unfocused. People 
turn shy again and cross their arms and legs. The insecurities come back from time to time and 
some participants still seem to feel that they are being put on the spot. Trust is consequently 
something the group has to keep working at constantly. 
 According to some participants, the encouragement to be more confident in the studio has 
also had consequences for how they act outside the sessions. One of the participants expresses 
that being a part of Brown Paper Studio has made him grow and become more mature. For 
example, he feels more confident to speak up in class and he is positive that the skills he has 
learned will help him at a later stage, in the future. 

Interviewer: So it is kind of helping you grow? 

Eric: Yeah it’s helping me, it’s helping me. Cause in class we are very insecure. When you say 
something wrong in class, like the whole class will start going on. […] I have changed and it’s 
in a way that you are always thinking fast now. When someone talks to you then you respond 
back and when you respond it’s not like you are clueless about what you said. I’m confident of 
what I said. […] I feel like that change Brown Paper made cause I don’t think I would have 
been like this if Brown Paper wasn’t here. Probably when I was at university or out of school 
but I don’t think now. 

I: So it’s some kind of maturity as well? 

E: Yeah, it’s maturity. Even though it was only the games there. I know the children that were 
standing at the door and sometimes they are saying; What are you guys doing in there? When 
we go arrrgghh (scream) then they will all ask us; What are you all doing in there? And then we 
say; It’s to open yourself up and like relax, you know, it’s what you are feeling. They will say 
that we are irresponsible, immature and all that stuff, but to me it’s like; I’m mature because 
this is gonna help me. You see, it’s gonna help me at the end. 

I: And it’s mature to realize that? 

E: It is, yeah, that it is going to help. 

The supportive environment has helped the participant to develop a stronger confidence, which 
now makes him different from and more mature than other children at school, from his point of 
view. Some participants refer to the safe environment that is created in the studio saying that it 
can help other teenagers in the community as well. 

Shalane: Ahh… it would definitely help them, you know, stay of the streets and drugs and 
things and if they have gangster friends, they will find more friends that are, you know… I 
don’t know how to put this, more… educated. We probably know about drugs, we know the 
bad side effects… and yeah if they came here… it’s a safer environment. We are doing more 
good things than bad, than what is out there. 
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Interviewer: You are into something else? 

S: Yeah, we are into something else not all this bad stuff that is happening. It’s a different 
environment where you feel safer, and you feel like you are doing something good and you are 
doing it for yourself.  

I: So what is good about it? 

S: I guess the socialising and the fact that ahh… we don’t bring any bad things in, you know, to 
the group. Like someone doesn’t say; Ohh here is drugs and we are gonna smoke here. Like 
that or… these touchy feely things also. We are not like that, we are more like friends than 
anything else. But if you go out there they are more into sex and you know touchy feely… But 
here we are just like friendly touching or whatever. 

I: And there is a difference there, yeah. 

S: Yes… and our conversations… we don’t talk about the same things that you usually talk 
about. I don’t know how to put it, but it is much different from the subjects that you usually 
talk about… like we talk about the movies and things. Here we talk about acting and how to 
get over some fears. We can get into a discussion that benefits most of us.  

Except from appreciating that the environment is safe from drugs and sexual approaches, the 
participant expresses that she has found a way of socialising that to her is very meaningful. She 
now mostly hang out with other people from the group. In Popova’s (2005) case study from the 
Wesbank Arts and Culture Group, a similar situation is mentioned where a girl made the 
conscious choice of not hanging out with friends that were just “…rolling around the streets, 
doing nothing with their lives” (p. 66). Popova’s study focuses on the dynamics of intercultural 
performance and how drama can be used to cross cultural barriers. The presence of multiple 
cultures and the cross-cultural dynamics were noticeable also in the Brown Paper Studio project 
at Glendale. 

Multiculturalism 
During the break, the participants line up to get their fair share from the fruit box. Bananas are 
hard currency for empty stomachs in the afternoon. Then some participants go outside to get some air, 
others are scattered in small groups around the hall. By the stage two of the facilitators start a 
conversation in Xhosa. They are both excited and seem to be laughing at a very funny joke. A third 
facilitator shouts: “Hey! Subtitles, please.” And the story is told once more, this time in English, for 
everybody in the small group standing around them to enjoy. 

 
The South African society is a very racially and culturally segregated society. In Cape Town, areas 
and communities are still labelled according to racial classifications and the interaction between 
different communities is often minimal. Racism and prejudices are frequent and lead to lack of 
understanding for different groups in society and even hostility. At Glendale Senior Secondary 
School in Mitchell’s Plain, learners from different cultural backgrounds come together in the 
classrooms but it is still rare for different groups to actively socialise with each other. The 
participants in the Brown Paper Studio project talk about a different experience that has 
developed from taking part in the project. 
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Thandogaze: […] In our cultures we still have that racism. I can’t sit with a coloured because 
I’m black, I can’t sit with a black because I’m coloured. We still have that, but now in Brown 
Paper it is different. And before that it was the facilitators. They were like…. they know each 
other, I don’t know, they are friends or something like that. 

Interviewer: So they were giving you an example? 

T: Yeah, they gave us a good example. 

The group of facilitators in the project is multicultural and that has contributed to the feeling of 
an accepting atmosphere in the studio. But it has been a process to break old patterns. 

Interviewer: The facilitators and you guys come from different backgrounds, you speak 
different languages and all that, how does that work in the studio? 

Candice: At first it wasn’t…. how can I say, it first didn’t work because we all had our different 
clicks. […] But as time went on we decided we can’t form like this. We have to interact with 
each other and that’s how we started learning about their culture and them about us and it was 
fun. 

To one of the participants, the socialising between different cultural groups was the first thing 
that came to mind when being asked about which positive effects the project might have in the 
communities. 

Interviewer: […] both the communities of Mitchell’s Plain and Khayelitsha,12 what do you 
think communities like that can benefit from having a project like Brown Paper? 

Thandogaze: At school we like […] we sit in different parts and groups. I sit with my friends, 
my friends they are black to put it like that, and the coloureds sit alone. The people from 
Khayelitsha sit in their own groups and people from Mitchell’s Plain sit in their own groups. 
Now when we are in Brown Paper we combine. So when I see the members of Brown Paper 
we greet each other, sometimes we speak to each other. Other children see the difference 
because now we are speaking to them. I was greeting one of the girls at the start of the year. 
We were excited to see each other, we were having fun and hugging each other. And my 
friends they were like; How do you know her? I said; I know her from Brown Paper. 

In this quote and other statements, participants seem proud to cross cultural barriers and make 
friends with persons from other groups. Cultural differences and racism often seem like 
unavoidable topics in the South African society. But two of the participants that were interviewed 
expressed that they do not think about it at all. They say: 

Shalane: I didn’t actually notice that we were like, you know, different. […] For me it was 
just… we were all together. 

Interviewer: You didn’t think about it? 

S: Yeah, I didn’t think about us being any different. 

I: Do you normally think about it like… during the school day? 

S: No. […] To me it’s normal. I don’t see it as someone being different or more or less than 
me. 

- - - - - 

                                                 
12 Neighbouring community inhabited by mostly Xhosa-speaking South Africans. 
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Craig: We work together really, I don’t think we are so bothered about if you are this colour or 
this race or this culture […] like sometimes, I don’t actually notice if this someone is of 
another colour or other race or culture. 

The segregation between races and cultures in South Africa often seem obvious and because of 
that it is interesting that these statements occur. It indicates that dividing the world after people’s 
differences are just not valid any more to these participants. But in not noticing or considering 
the cultural and lingual differences some dynamics of the artistic process and the learning process 
might also be lost. Some of the participants express an eagerness to learn more about other 
cultures and languages.13

Vicky: Now the Xhosa children say something and I ask them what they are saying and I try to 
pronounce it. So it’s almost like learning to speak Xhosa and English and Afrikaans or 
whatever language. 

Instead of not seeing differences some of the participants show great excitement over getting to 
experience different cultures. 

Kim: It has been working great because each learner speak a different language and each 
language have a different culture but also our cultures and our languages are not getting in our 
way. Our cultures and our languages is what makes each one of us want to know more. Every 
time in Brown Paper the music is playing, different types of music is playing every time and we 
learn. Maybe this girl, she is doing this thing better than me and she knows how to do it in her 
way. It is great and she is doing it perfect, that makes me want her to show how she is doing it. 
I want to know more and knowing more is not about sitting down […] it is about you doing 
what you are doing. I see it and want to do what you are doing. I am learning more so we are 
not letting it get in our way of getting to know each other more. 

An environment where it is ok to ask about languages and ways of doing things seems to have 
been created in the drama studio, which is different from other environments where it is not even 
accepted to sit in culturally mixed groups. As mentioned in the first quote in this section, it was 
the facilitators that initially set the example, and further creating a safe environment, trust and 
unity has been a matter of leadership in the project. 

Leadership 
According to Johnstone, acceptance is the most important feature of a teaching environment. 
Creativity will be suppressed without acceptance (Johnstone, 1992). Many drama pedagogues 
argue that education should not be focused on rights and wrongs preconceived by authority. 
Spolin (1999) says; “Trying to be “good” and avoiding “bad” or being “bad” because one can’t 
be “good” develops into a way of life for those needing approval/disapproval from authority – 
and the investigation and solving of problems becomes of secondary importance” (p. 8). Spolin 
and Johnstone discard authoritarian teaching because it inhibits the student’s ability to question, 
explore and find solutions. The teaching situation should instead be characterised by equality 
between student and teacher (Spolin, 1999, p. 9). In drama education it is a principle that 

                                                 
13 The language mostly used in the studio is English, but sometimes other languages are integrated into the games 
and discussions. 
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everybody learn from each other. This is reflected in the project by the conscious choice to call 
the responsible persons facilitators and not teachers or leaders. 

The Facilitators 

I am waiting for the car to fill up with facilitators from Brown Paper Studio outsides Joe’s Spaza 
shop at UWC. Unfortunately, my car can not take as many persons as the venture that was used in 
the project last year. We have had to turn down members of Brown Paper Studio who has been 
willing to help out. The lunch hour is almost over and the facilitators signed up for today appear one 
by one. The boom-box has been put at the back of the car along with the brown paper, the coloured 
marker pens and the fruit box. “Can you wait just for one more minute? I must get some chocolate 
from the shop.” says one of the facilitators. The rest of us waits patiently because we know we will 
all get to share the chocolate bar during the ride, while we discuss the content of today’s session. We 
start rolling, all the way across the Cape Flats. The high way runs past shacks, small houses and 
some open fields. The homes of the Capetonians have been spread out over a large area. It takes 
more than half an hour to get to the other side where you can see the sand, that has been blown from 
the dunes by the wind on to the streets. Something in the air also tells you that you are close to the 
sea, even if you still can’t see it. The caretaker at the school opens the gate for us and we have to sign 
in. There is still a few minutes left for us to prepare before the classes are finished for today and we 
get to take over from the overworked teachers at the school. 

 
When the drama and performing arts project started at Glendale, the student facilitators from 
UWC came in with the Youth Development Specialists from HealthWise. After a couple of 
months Judyie Al-Bilali came in as the main facilitator of the project and the head director of the 
performance. In an interview for a HealthWise evaluation (Lesko et al., 2006) of the project she 
said: 

I actually started going to Glendale at the end of August. I was very clear that I was going to 
send my company first. So from May to August they were on their own. It was very tough for 
them. They were teaching skills they have just learnt, they were learning to work as a team, and 
they were discovering their strengths were they needed to get stronger as facilitators. It was 
really a trial by fire, and I knew it and I was confident they could do it.  

The HealthWise staff liked the idea of having students facilitating the drama sessions, but at the 
same time they were reluctant to pay the facilitators because they had no earlier experiences of 
teaching or facilitating projects. They also criticised the main facilitator for coming in to the 
project at a later stage, because they considered the first eight sessions to be disorganised and 
many learners lost interest because the facilitators did not move on from the games soon enough. 
According to some of the participants, there was a change happening when the main facilitator 
started attending the sessions. 

Thandogaze: It changed a lot of things. We became serious. She was strict, she wanted things 
to be done. 

- - - - - 
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Craig: When she is there then I think it is… things run more smoothly than normal. 

One participant expresses that the main facilitator was better at explaining the purposes of some 
exercises. This made him understand them better and want to try harder when participating. 

Interviewer: So you said Judyie clarified a lot? 

Eric: Yeah, she like… she put it in a better way than the facilitators that time you see. 

Another participant says that the presence of the main facilitator does not change that much but 
still gives reasons for why she has more influence.  

Interviewer: But like when she is present, does it change anything? Compared to when it’s only 
the facilitators? 

Candice: No not actually, not actually, it’s the same, but she has more influence than the 
others. 

I: Because she has got more experience? 

C: Yes, and plus she teaches them as well.  

When drama is practiced in a classroom setting, there is mostly one teacher leading the activity 
(See examples in McGregor et al., 1984, Johnstone, 1992). Group facilitation does not seem 
common. Chaib, who has studied three free time drama projects, also describes how individuals 
are leading the activities. By describing three different types of leadership she concludes that the 
type of leadership that works in one group might not work for another. The leadership has to be 
adapted to the group and therefore it is important to have leaders that ‘think on their feet’ (Chaib, 
1996, p. 126 referring to O’Neill & Lambert, 1984). The leaders in her case studies, which she 
calls the Educator, the Director and the Dramaturge,14 manage to do so because they have great 
experience, not necessarily from earlier projects involving adolescents, but from other forms of 
education and aesthetic work (p. 124ff).  
 The main facilitator in the Glendale project have a lot of experience from setting up drama 
and performing arts projects, but it was the first time she was working with people this young15 
outside her home country. Most of the student facilitators from Brown Paper Studio had no 
experience from working with adolescents and they had only been working with the skills and 
techniques used in the studio for about a year before coming to Glendale. What they had 
experience from is growing up in post-apartheid South Africa, in communities referred to as 
disadvantaged. Some of the facilitators come from the Mitchell’s Plain area and most of the 
others grew up in similar communities. The participants express that a special bond was formed 
between them and the facilitators. 

Thandogaze: I don’t know how to put, but they are so… they understand us. You know, a 
teacher is older than us neh, a teacher don’t speak to you about a lot of things… Sometimes 
they don’t understand you, but in Brown Paper the facilitators are so young and they 

                                                 
14 Pedagogen, Regissören and Dramaturgen in the original. 
15 Between the ages of thirteen and seventeen. 
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understand us. They are like teenagers, they have been there so they understand us. If we have 
a problem, we would go to him or her. So I like the facilitators. 

One participant says she almost started crying when she realised she was not going to see the 
facilitators for a long while over the holidays. She also expresses, that apart from becoming 
friends with the facilitators, they have helped her a lot in her work and taught her many things. 
Other participants appreciate having a large group of facilitators present because it means getting 
more support and many different perspectives on things. 

Kim: You know, it is like they have got your back and every time you do something they 
support you. When you do something they will help you. They are cool. 

Interviewer: Yeah. How is it to be taught by a group of people? 

K: How is it to be taught by a group of people? Ok, to me it is like… we learn as a group and 
they are a group of people and it was really easier to learn from a group of people because each 
person, each one of them, are different people and each one of them look at acting in different 
ways. Each one of them is special, there is something special about each one of them into 
drama. They all do drama but there is something different about drama to them. […] We learn 
something from each one of them.  

- - - - - 

Eric: It’s better with a group of people, I think. Yeah it’s better, cause everybody has got their 
own different opinion about the same thing that you do, so you put them all together and you 
come up with the best idea ever. I prefer a group of people showing me how to do one thing. 

Another advantage was that with many facilitators in the project, there were resources available 
to focus on both the group and individuals. 

Shalane: I guess… nobody was left out because there was more people. You know, they gave 
you attention, so nobody felt left out. So like… I guess everybody felt like they were a part of 
it, because maybe there was one person… maybe they wouldn’t really notice the other ahh… 
one of the …… 

Interviewer: Participants? 

S: Yeah, you wouldn’t notice them because maybe they were quiet, but because there was more 
facilitators they would notice every single body. 

According to Judyie Al-Biliali,16 the basic principle of letting a group facilitate the sessions is that 
if you have a number of strong pillars that stay focused to rely on, this will create order in chaos 
and the rest of the group will quickly rise to their level with regards to skills and concentration. 
As a next step in the project, the participants themselves now have to explain games and 
exercises when new members join. They know the routines and are co-responsible with the 
facilitators to keep the order at a certain level. This is important since the issue of transport has 
made the project run with a lower number of facilitators at each session. 

                                                 
16 As she explained during one of the participating observations that was carried out for this research study. 
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Positive Leadership – Positive Rolemodels 
The facilitators seem to have had shortcomings due to lack of experience when it came to 
organising the sessions and explaining exercises. But altogether the experience of the group 
facilitation seems positive. The participants in general admire the facilitators for being so patient 
and the main facilitator gets a lot of credit for having a very respectful teaching style. 

Shalane: She… how can I put this… she felt almost like the mother of us. (laugh) You know, 
encouraging us and helping us be better and… she never put us down. She just helped us get 
better at it.  You see, she encouraged us. She didn’t say; No you are doing it all wrong. She just 
said; Get better at it and you’ll… you know, the performance will be great. She would say 
something to boost our confidence and we would feel, you know, better about ourselves and 
do the part better. 

Both the student facilitators and the main facilitator seem to have influenced the experience of 
the participants in the drama and performing arts project a lot. They are excited about the 
encouragement that they have been given. In many situations it becomes clear that the 
adolescents are spending their school days in a harsh climate. When talking about the main 
facilitator one participant makes the remark; 

Candice: […] when she sees something wrong she won’t tell you in a rude way.  

This statement implies that the participant is used to something else, the opposite of that. Under 
a discussion in the studio the learners also conveyed that it was common to be called stupid and 
lazy, or even more derogatory terms, in the classroom. This can easily be seen as the contrary of 
the encouragement the participants experience in the studio. When being asked to improvise a 
Machine17 on the topic of bad experiences in school, several participants portrayed incidents of 
verbal and physical abuse. Physical abuse in school was also mentioned in one of the interviews. 
 In the interviews there are two examples of situations when facilitators have lost their temper 
and got angry. But the participants also underline that it happened in stressed situations and that 
the facilitator apologised afterwards in both cases. Mostly the participants admire the patience 
that the facilitators have shown.  
 When starting a new semester the participants were encouraged to take turns leading activities 
and many of them showed a great interest in doing so. The adolescents feel ready to take on 
further responsibilities and use what they have learned in the project. 

Drama as Leisure and Future 
The drama and performing arts project was set up through HealthWise as a leisure programme at 
Glendale Senior Secondary School. To begin with many of the participants started attending the 
project to fill their free time. 

Vicky: The reason why I started is that it is boring at home. We have nothing to do at home 
and at least when school is done I have somewhere to go. It’s almost like my schedule, I know 
Monday and Tuesday I can be at Brown Paper and it is not boring there. It’s fun. It’s keeping 
busy. That’s why I went and I’m still there. 

                                                 
17 Theatre exercise also mentioned in the previous section. 
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Some of the participants attend other activities at the school, for example student counselling and 
cricket practice, but it seems rare to be involved in any other organised leisure activity outside the 
school. With constraints to leisure in the community, such as safety and security, the participants 
appreciate that the project is being offered at their school. According to some participants, 
Brown Paper Studio offers activities that everybody can enjoy. 

Interviewer: Did you do any other leisure activities before you joined Brown Paper? 

Shalane: No, I wasn’t doing anything. Because like with sports you have to be good at it, 
otherwise people are gonna put you as substitute. But here by Brown Paper you are involved, 
no matter at what level you are at you are involved. 

But except from seeing drama as a leisure activity some of the participants are looking towards 
the future. One participant gives an example of how skills she has learned can help her in a future 
career. 

Candice: How can I say… like, if you want to work with people of different kinds, here it’s 
different people so you can, how can I say, you can talk with other people in a way you talk 
with them. Other careers and stuff you are so to yourself, you are not open. Here you are open 
and you can learn and use it in your everyday life. And in the career you choose it can help you, 
in a company.  

The participant thinks that she has become better at communicating with people by taking part in 
the project. She is also one of the participants who say they would like to do more acting in the 
future, but that it probably would be better to get another profession and then do acting on the 
side. Other participants are very determined to make it as an artist. 

Interviewer: So you also wanna be a celebrity? 

Eric: Yeah, something like that. (laugh) 

I: Why? 

E: I don’t know… when I was young I… I like being seen… honestly I like being seen so I 
guess… and the fact that people say; Ok, you can sing, you can actually do that, you can 
actually dance, so… it is not that I want to become a celebrity, even though I am doing 
something behind the scene, as long as it is something I like, you see. 

I: It’s arts, you want to do arts? 

E: Yeah, I want to do performing arts! 

In his writing on drama in education Hornbrook (1991) says; “In the past, nervousness about the 
educational value of students performing has meant that drama-in-education’s commitment to 
what might be the most fundamental aspect of the subject – acting – has been sometimes less 
than wholehearted” (p. 4). We keep emphasising all the things they have learned, skills, 
confidence and compassion for others for example, but we tend to forget that they have learned 
acting. Some of them might use what they have learned to actually become actors. Realistically, 
few students become professional actors, but involvement in school drama might also lead 
students into film, TV, property making, scene decorating or theatre administration (Hornbrook, 
1991, p. 6). But even if the drama and performing arts project does not lead to a profession, all 
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the participants stress that they have really learnt some things, for example voice projection, 
focus, improvisation, using eye contact and body language, opening up, listening, respecting other 
peoples’ opinions, overlooking or learning from peoples’ differences. One participant expresses 
that she has fulfilled a dream by just learning more about drama. 

Kim: Hey, I know more about drama than I could ever think about, you know. From the girl 
that wanted to be an actor, that wanted to know how to act and to do drama. I have a better 
outlook about drama, I know what drama is, you know, how it is... how it’s done. 

- - - - - 

In this chapter, I have described the most prominent features of the drama and performing arts 
project in an analysis thoroughly worked out with focus on the empirical data. I have portrayed 
the experiences of the participating adolescents and the meanings, which can be ascribed to the 
activities in the project, by presenting the material in a systematic and easily accessible way. A 
concluding discussion, where some focal points of this study will be summarised and further 
discussed, will follow. 
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Part III: Concluding Discussion 

Introduction 
The drama and performing arts project at Glendale Senior Secondary School was initiated as a 
pilot project within HealthWise South Africa that conducts explorative social science research 
according to certain goals. The creative arts project of Brown Paper Studio is also developing as 
primary research. Not even the initiator Judyie Al-Bilali knew how the project would develop 
when she started it in 2004 because the concept of Brown Paper Studio has been built with a 
collective and multicultural spirit. It has developed during a process of interaction between 
people. The techniques and philosophies of Brown Paper Studio were brought to a new setting, 
Glendale Senior Secondary School, and the development of this project has been unique. Paying 
attention to the creative process has been an important part of the project, and it has not at all 
times been possible or even desirable, to point out where the project was going. But the basic 
principles in the project has been to create a positive and secure environment where creativity, 
talent and self/group expression can be explored and encouraged, and skills learned, through 
drama exercises and performing arts. Goals of the HealthWise project have been facilitate healthy 
leisure opportunities and expose the adolescents to a world beyond their own. 
 In this chapter, I intend to discuss results and meanings of the drama and performing arts 
project at Glendale, as reflected in the experiences of the participating adolescents and in relation 
to the background settings of the project. I would also like to add some visions of how drama in 
a future perspective can continue to contribute to positive development for young people in 
similar environments. 

Creativity is about creating reality 
“It is different from other places…” “It is a unique opportunity…” “It is new to me…” “It is 
something I don’t do anywhere else…” “I feel more comfortable to do just anything…” “It is a 
different environment where you feel safer…” “ In Brown Paper it is different…” 
 

A general feature in the material gathered in this study is that the adolescents talk about being 
exposed to things they have not experienced before. To mention a few examples they; 
 

● have gotten to know drama and theatre techniques, 
● performed on stage in front of an audience, 
● received recognition from peers, family and others after performing, 
● have met and gotten to know inspiring and friendly facilitators, 
● were invited to and visited UWC,  
● have been spending time in a multicultural environment where people interact 
and get along. 
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The participants in the drama and performing arts project at Glendale describe being a part of 
Brown Paper Studio as a new and inspiring experience. In the beginning many of them were 
sceptical towards the activities because they felt insecure and self-conscious when engaging in the 
activities, but in the end it has been rewarding for them to be able to challenge themselves to try 
new things in a generally safe environment. The participants declare that they have learned skills 
such as voice projection, focus, improvisation, using eye contact and body language, opening up, 
listening, respecting other peoples’ opinions, and overlooking or learning from peoples’ 
differences. The friendly environment in the studio and the activities, which demand 
participation, have made it easy for the adolescents to make friends. Brown Paper Studio is 
clearly an alternative to destructive activities which often come about from boredom and hanging 
out in non-safe environments.  
 To summarise, the participants express that they actually learn life skills in the project. The 
result is comparable to Chaib’s (1996) research study on adolescents and theatre as a leisure 
activity in Sweden, in which she concludes that drama as a creative activity makes individuals 
more confident and prepares them for situations in real life (p. 130-223). Amateur theatres offer 
opportunities to educational development as well as artistic expression. For the young people in 
Chaib’s case studies, it seems to be of a high value to be involved in artistic activities that are not 
given priority in other educational institutions (p. 244ff). The participants in Brown Paper Studio 
express that too through the excitement over being offered a new and unique opportunity to self 
and group expression. 
 When mentioning drama as artistic expression, I would like to refer to some of Hornbrook’s 
ideas about a dramatic curriculum for schools. He says that drama, and art in general, is 
depending on a system of symbolic forms that the collective has in common. This system is a 
part of the culture in which it is produced. Hornbrook (1991) suggests that: 

…the idea of dramatic art as a cultural system deeply embedded in the way we think and feel 
and make sense of the world will mean a shift from the quasi-therapeutic school drama of the 
past where social and developmental ends often prevailed, and towards a dramatic curriculum 
based upon experience of culture and rooted in our collective sensibility. (p. 36) 

The South African society is a society in transformation. It is a society where cultures have been 
kept apart but now start to integrate. With possibilities for cultures to meet in an artistic, and safe, 
environment a new, shared system of symbols can be created and an understanding of old 
cultural symbols can be promoted cross-culturally. In my opinion, this can happen alongside with 
personal development of individuals. There is no need to discard that aspect of educational 
drama. Uniting individuals and cultures, and taking an active part in the creation of a shared 
system of symbols, can lead to personal growth and growth for the collective. 
 According to McGregor et al. (1984), it is a misconception to see involving oneself in arts as a 
recreational leisure activity. Such a perception implies that feelings can be separated from 
thinking and knowing. Feelings depend on what we know, the framework of ideas and concepts 
we carry with us and we interpret situations according to this (p. 22). We use arts to make sense 
of life and feelings and because of that arts fulfil a much more basic need than just being 
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“…something relaxing and stimulating apart from ‘real business’” (p. 16). The relating between 
thinking, knowing and feeling in education is what many drama pedagogues ask for. Drama is 
development at all levels and it has been communicated in the material of this study that the 
Brown Paper Studio project has been a learning process in several different ways for everybody 
involved. Way (1993) says that art is an important factor in our lives, but not the most important 
one. The most important thing for wellbeing is living as a whole and he relates that to learning 
and education. “If education is concerned with preparing young people for living rather than a 
job in life, then it must concern itself with the whole person, and even the complacent of 
educationists must be prepared to face the fact that whatever else has been or is being achieved in 
education today there is still some gaps when we consider wholeness” (p. 6). The concept 
wholeness appears to be of great importance in drama and is considered in the work of Brown 
Paper Studio. 

The circle is the universal symbol of wholeness and every culture has created ritual built on the 
circle. When we form a circle in the beginning of each session we are symbolically stating our 
intent to go towards wholeness, which is balance.18  

Judyie Al-Bilali here explains why each session in Brown Paper Studio starts with the formation 
of a circle. Learning through experience is, as mentioned, a basic principle of drama education 
(Way, 1993, Johnstone, 1992, Spolin, 1999) and according to Spolin (1999) “Experiencing is 
penetration into the environment, total organic involvement with it. This means involvement on 
all levels: intellectual, physical, and intuitive” (p. 3). The individual is at all levels involved in the 
learning process and, according to Judyie Al-Bilali, this is a preferable characteristic of a 
developing education system, in a developing society. 

If we want citizens […] who will ask questions, discover solutions and implement progressive 
change we are challenged to educate the whole person – body, mind and spirit.19  

Asking questions, discovering solutions and implementing change is about being creative. 
Creativity is stimulated by open and accepting attitudes, which can be facilitated by the type of 
positive leadership that has been described by the participants in the Glendale project. By being 
open, and questioning, we might find solutions that have not yet been explored. Spolin (1999) 
says: “Creativity is an attitude, a way of looking at something, a way of questioning, perhaps a way of life – it 
may well be found on paths we have not yet traveled” (p. 264). Drama is a tool for encouraging 
individuals to use their imagination, act on impulses and see all the possibilities, instead of 
restricting oneself to the most obvious options. What has been tried in ‘as if’ situations might 
then also be applied to situations in real life. Creativity is born in the process where people are 
inspired to do new things, take a step further, open up and challenge oneself. In a safe 
environment where trust has been established, this can lead to positive growth and development, 
and further a different outlook on life. Creativity is about creating reality, in the way that you can 
make someone believe in him/herself and see the possibilities in life through stimulation and 

                                                 
18 From an interview with Judyie Al-Bilali made by Brown Paper Studio members in 2004. 
19 From an interview with Judyie Al-Bilali made by Brown Paper Studio members in 2004. 
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encouragement. This can be done even, or perhaps especially, in an environment where 
adolescents are commonly discouraged by what is happening around them. 

A Conceptual Framework 
Through reflections on the results of this study and the discussion above, I have found a chain of 
concepts, which I find useful when trying to illustrate and explain the processes contributing to 
growth and development, as it has been described by the participants in the Brown Paper Studio 
project at Glendale Senior Secondary School. The figure below contains the different 
components.  
 

Freedom of Expression 

Self/Group Expression 
Unity    Intuition 

Body & Mind    Trust yourself 
Multiculturalism    Trust others  

 

Creativity/Imagination 

▼ 
▼ 

Personal Growth 

Figure 1 
 

Freedom of Expression for the individual and the collective is something that should characterise the 
environment in which Creativity/Imagination is stimulated. The concept Unity has got two 
dimensions. In the drama studio unity between body and mind is promoted, as well as unity 
between individuals. In a multicultural environment this also implies respect and acceptance 
inbetween cultures. Intuition is about paying attention to impulses and spontaneous ideas. But to 
do this you must feel safe and trust your own ability and ideas. Additionally, you have to trust the 
people around you for sharing your impulses and ideas with them. Intuition, which is feeling, is 
always connected to thinking and knowing, according to the notion of wholeness.  
 The concepts have a circular relationship and all influence each other. For example, it is in 
the environment where you trust yourself and others that self and group expression can be 
facilitated. And the expression will grow stronger the more tools of expression that you are 
familiar with. Body and mind work together as tools of communication and culture is expression 
and communication with symbols. Together the interactive processes, which these concepts 
stand for, have contributed to the personal growth and development that has been described by 
the participants in this research study.  
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Future Research 
HealthWise South Africa aims at setting up projects for the adolescents in Mitchell’s Plain which 
can develop and then at one point stand on its own. At this moment, after two semesters of 
work, HealthWise has withdrawn from the drama and performing arts project and Brown Paper 
Studio is now by itself responsible for the sustainability of the project. Enough funds have been 
raised to keep the project running for another semester, but for realizing plans to continue and 
expand the project more funding is needed. It would be interesting to conduct further research 
concerning sustainability and the survival of the project. Sustainability would also relate to the 
long term effects the project might have. In this research study it has been concluded that the 
drama and performing arts project has been a positive experience for the adolescents and it has 
influenced their development positively, seen from where they are now. But are the effects short 
term or will it be possible to, in the future, see any long term effects amongst the participants? A 
follow-up in a few years time could possibly answer this question. 
 Concerning drama as a development strategy for adolescents, it could be further discussed 
how to integrate it as a part of a more comprehensive curriculum. Overworked teachers should 
not have to deal with it as another subject which they have to study and prepare for, even if some 
of the basic principles in drama education can be useful to any educator. The possibility of hiring 
teaching artists, within school and community exchanges, could be explored. 
 A research topic, which I would find exciting, is to relate studies on the socialisation of 
bodies to the field of drama, in which openness and spontaneous movement is encouraged. The 
thoughts on considering the connections between body and mind in education and learning 
could be further looked at.  
 Another interesting research topic is to investigate the communication of ideas through 
drama and performing arts, which can come about in community based projects for young 
people. Theatre is often used for educational and developmental purposes to enlighten the 
audiences about HIV/AIDS, environmental issues, drugs etc., but I am not directly referring to 
this type of performances. I promote the freedom for adolescents to explore their own ideas on 
topics that spontaneously come up and then in interaction with others create scripts and 
performances, which can communicate their view on things and situations. This relates to one of 
my future recommendations for the Brown Paper Studio project 

Future Recommendations 
The future of the Brown Paper Studio project is uncertain, but one of the recommendations for 
the project in a long term perspective is to have the participants create their own theatre piece. 
The artistic expression of the adolescents would be encouraged, as they would also be trusted as 
producers of culture. Make use of and explore the possibilities to create situations through 
playing and improvisation, which can lead to script writing. 
 With regards to the constructive results of the project reflected in this study, a 
recommendation would be to expand the project through setting it up in more schools to 
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comprise a larger number of young people. But this work will take time and, firstly, the right 
amount of funding to cover transport, salaries, workshop material and other expenses has to be 
found. In a further perspective, the adolescents need encouragement for setting up projects of 
their own. But then they also need to be trusted to take responsibility over means such as 
funding, venues etc., under the supervision of a supportive adult world. 
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Summary 
The thesis is based on a field study conducted in a South African secondary school and seeks 
answers to how young people living under harsh conditions in a disadvantaged environment 
experience the opportunity to practice drama and performing arts in an after-school programme. 
The project, concerned in this study, was set up in collaboration between the social science 
research programme HealthWise South Africa and the performing arts company Brown Paper 
Studio. HealthWise South Africa aims at promoting youth development, for example through 
facilitation of healthy leisure opportunities. Brown Paper Studio aspires to create a positive and 
secure environment where creativity, talent and self/group expression can be explored and 
encouraged, and skills learned, through drama exercises and performing arts. 
 The objective of the study is to investigate the experiences of and meanings ascribed to the 
drama and performing arts project at Glendale Senior Secondary School in Mitchell’s Plain, Cape 
Town, South Africa. The focus is directed towards the experiences of the participating 
adolescents and, consequently, their descriptions of the reality that they perceive is the 
foundation of the study. These experiences has then been analysed in relation to philosophies of 
drama and theatre training as well as the context in which the project has been carried out.  
 The theoretical departure for the study is a phenomenological research approach, which 
implies that the search for scientific knowledge ought to be directed towards reality as it is 
perceived and experienced by the people living it. The phenomenological research process is 
qualitative in its approach and should be characterised by openness and curiosity from the 
researcher. This applies to every step of the research process; the designing of the study, the 
gathering of research material as well as the analysis of the material. The material in this study has 
been gathered through observations during drama sessions, focus group exercises and eight 
qualitative interviews with participants in the project. The analysis of the material has then been 
carried out with inspiration from phenomenological research methods according to Moustakas 
and Grounded Theory according to Strauss and Corbin. 
 The findings of the study, which is intended to portray the most prominent features in the 
project, are presented under the headings What is Brown Paper Studio?, Playing Games, Writing on the 
Brown Paper, Performance, Group Expression, Leadership and Drama as Leisure and Future. The sections 
contain descriptions of how the drama and performing arts project has been experienced by the 
participating adolescents and it is suggested how these experiences can be understood in relation 
to the surrounding context and philosophies on drama and theatre practices. A general feature in 
the material gathered in this study is that the adolescents talk about being exposed to things they 
have not experienced before through the drama and performing arts project, and this has 
contributed to positive growth and development for the participants.  
 In conclusion it can be said that personal growth and development can be a consequence of 
spending time in a creative environment where encouragement and openness are important 
characteristics. Drama is a tool for encouraging individuals to use their imagination, act on 
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impulses and see all the possibilities, instead of restricting oneself to the most obvious options. 
Relating to the title of the thesis, creativity is about creating reality, in the way that you can make 
someone believe in him/herself and see the possibilities in life, through stimulation and 
encouragement. Creativity is born in the process when people are inspired to do new things, take 
a step further, open up and challenge oneself, as the participants in the drama and performing 
arts project at Glendale Senior Secondary School have been, according to the findings in this 
research study. 
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Appendixes 
 

1. Interview Guide 
 
Tell me about Brown Paper Studio. 

- What is it like to go there? 
- Why did you start going? 

 
How do you start the sessions? 
 
What do you think about the exercises you do? For example; 

- Games? 
- Focus exercises? 
- Improvisation? 

 
Last year you worked with a script and did performances. Can you tell me about that? 
 
How is it to work with the facilitators? Can you tell me about that? 
 
The people in the studio come from different cultural backgrounds and speak different 
languages. How does that work in the studio? 
 
 
 
Questions that were commonly generated in the interviews: 
 
What have you learned in Brown Paper? 
Do you want to become an actor/actress? 
Is there anything you would like to change in Brown Paper? 
Do you do any other leisure activities? 
We also talk a lot about using the body in drama. What do you think about that? 
What do you think about writing on the brown paper? 
What can a community like Mitchell’s Plain gain from having a project like Brown Paper? 
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2. Consent Letter - Parents 
07-03-2006 

University of the Western Cape 
Dear Participant Parent, 
 
My name is Sofia Svensson and I am working with Brown Paper Studio and the HealthWise 
South Africa Programme. I am a student from Linköping University in Sweden. For my master’s 
thesis at university, I will be conducting a small, qualitative research study for Brown Paper 
Studio and HealthWise. I would like to invite your child to participate in my study, and I am 
asking you to give permission for his/her participation.  
 
Your child has been a part of the Brown Paper Studio drama and performing arts project at 
Glendale Secondary School, which resulted in the very successful production of the play Looking 
for Mike at the end of last year. The project has been organised in cooperation with the 
HealthWise Programme as an attempt to offer a meaningful leisure activity to the adolescents. I 
am now investigating how the participants have experienced the opportunity to engage in this 
project and practice drama and performing arts as a leisure activity. 
 
In my research project, I will be using observations, focus groups and interviews, which primarily 
will be conducted in relation to the Brown Paper Studio sessions starting on 7 March 2006. The 
study will go on to the end of April. The topics that will be brought up in the focus groups and 
interviews concern drama, performance, personal development and leisure. These topics will be 
related to everyday experiences in the lives of the adolescents in order to find out how the drama 
project might have helped or inspired them in their interaction with the surrounding community. 
 
Your child would be expected to participate in a focus group and/or individual interview. There 
is a possibility that I will ask your child for some additional time if needed. This might include 
time after school hours. There will be no monetary compensation for participation in this 
research. Fruit or other snacks will be provided at interviews and in focus groups.  
 
There are no foreseen risks in your child volunteering to participate in this research study. Your 
child will not be obliged to answer any question he/she doesn’t want to answer. You can 
withdraw your child from participating in this study, or he/she can withdraw him/herself at any 
time, without any consequences.  
 
The opportunity for me to take part of the experiences of your child will be very useful and 
instructive to me. The information your child gives me will also help the HealthWise Programme 
and Brown Paper Studio to evaluate the project and plan future activities. 
The information your child provides will be used in a report for the HealthWise Programme, and 
for my thesis for Linköping University. It is also possible that the information will be used to 
write a paper that will be published or for a conference presentation. 
 
In the research study, your child’s identity will remain completely confidential. Only I will have 
access to your child’s identifying information. Any reports will use pseudonyms and will not 
include any identifying personal information. 
If you have any questions about the research, or your child’s rights as a research participant, 
please contact me at 072 67 22 389 or by email at: sofsv139@student.liu.se. You can also contact 
my supervisor and the director of the HealthWise Programme, Lisa Wegner,  
021 959 3153, or by email at: lwegner@uwc.ac.za. 
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Please take a few minutes to read and sign the statement below, giving your permission for your 
child’s participation. Thank you for giving your permission for his/her participation! 
 
Sincerely yours, 
 
Sofia Svensson 
 
 
Please take a moment to carefully read and then sign the following statement: 
 
I, ____________________________, agree to let me child participate in a research study related 
to the Brown Paper Studio/HealthWise Programme. I have read the information and understand 
that my child will be participating in a study that will involve focus-group sessions and personal 
interviews during March and April 2006. Neither my child nor I will be compensated for our 
time. I understand that there are no foreseen risks in my child voluntarily participating in this 
research study. My child is not obliged to answer any question he/she doesn’t want to answer 
and he/she child will not be penalised for refusing to answer a question. My child’s participation 
in this study is completely voluntary. My child or I may discontinue my child’s participation in the 
study at any time without loss of benefit or penalisation. In addition, I am aware that my child’s 
identity will remain completely confidential.   
 
Should I have any questions, I know I can contact Sofia Svensson 072 67 22 389 or by email at: 
sofsv139@student.liu.se. I can also contact the director of the HealthWise Programme, Lisa 
Wegner, 021 959 3153 or by email at: lwegner@uwc.ac.za. 

 
Signed: ________________________  Date: _________________________ 
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3. Consent Letter - Participants 
07-03-2006 

University of the Western Cape 
Dear Participant, 
 
My name is Sofia Svensson and I am a university student from Sweden and a member of Brown 
Paper Studio at University of the Western Cape. I am asking you to participate in a research study 
that I am doing to help Brown Paper Studio and the HealthWise Programme, and as part of my 
studies in Sweden. My project is about drama and performing arts as a leisure activity for young 
people and I would like for you to share your experiences of the Brown Paper 
Studio/HealthWise project at Glendale Secondary School with me. 
 
To participate in the research study, you will be asked to attend Brown Paper Studio sessions 
during March and April 2006, participate in focus groups during the sessions and possibly come 
to an individual interview. At the interview you will be asked for your opinions about a few 
subjects, like your experience of the drama project, outcomes of the project and drama as a 
leisure activity. If you are asked for an interview, it is voluntary to participate. You will not have 
to answer any questions you do not want to answer and you can withdraw from the interview at 
any time if you feel uncomfortable. 

 
Your parent or guardian will also have to give permission for you to participate in this study. Still, 
even if you have the permission, you do not have to participate if you do not want to. Also, once 
you start participating, you can tell me that you want to stop participating in the project at any 
time. Your grades will not be affected in any way if you don’t want to answer some questions or 
if you decide you want to stop being a part of the study.  

 
There are no risks involved in participating in this study. Only I will have access to any 
information that can identify you, like your name. This information will be kept in a safe place. 

 
If you have any questions please ask your teacher or me. 
 
I really look forward to working with you in this study and finding out about your experiences of 
the Brown Paper Studio project! 
 
Sincerely, 
 
Sofia Svensson 
 
Please take a minute to read the sentence below, sign your name and put today’s date: 
I agree to participate in this research project. I know that I can stop participating at any time and 
there will be no consequences if I do.  
 
_______________________  _______________________ 
Name    Date  
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