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different Discourses without an overlap. This section aims at identifying the orality 

features (outlined in chapter two) which may be seen to have been incorporated within 

the PT form and those that are being used or enacted unknowingly. 

As argued in chapter two, the communication process of the Oral tradition is directly 

linked to a particular type of thought process which is bound to be redundant or 

repetitive for ease of remembrance. Like the Oral tradition, PT stories are based on 

human experiences and are not scripted in the traditional sense of the concept. At the 

beginning of the liminal stage when the telling uses the storytelling Discourse (Once 

upon a time…), the listeners are transported into the Discourse of the teller or a 

whimsical place. In the process of narration, the teller is bound to repeat some phrases 

several times as a way of bringing back the story to mind and putting it in a narrative 

flow. It is, of course, possible for the teller to keep on repeating the same thing and 

adding much detail to the story. Analytically, it can be seen that the use of the orality 

formulae helps to prevent the repetition of the same event during the telling severally 

and also in the capturing; keeping and sustaining the attention and interest of the 

listeners. 

The additive nature of the Oral tradition is reflected in PT through the questioning and 

prompting of the teller by the conductor. In the process of narration, the conductor 

repeatedly uses words like ‘then’, ‘and’ and ‘okay’. This is to enable the flow of 

narration and also as an assurance to the teller that he or she is being heard. The use 

of these words by the conductor also helps the teller to construct the story by giving 

just main points and making it brief. 

It is necessary for stories to be brief and straight to the point in a PT performance so 

that a majority of the participants can be given a chance to share their stories. During 

this process, there are no questions for clarity on a word or phrase used, but rather for 

the advancement of the story and as a way of emphasising certain points. Therefore, 

whatever the teller says must be accepted as said, and thus the aggregative nature of 

the Oral tradition in which epithets ease the understanding of the story manifest. Thus, 

commonly known or understood expressions are often used and accepted as assisting 

in creating and reinforcing the context of the events being related. In this regard, the 

actors and the audience rely on their own Discourses in understanding and interpreting 

new words. 
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These expressions are conserved through regular repetition by the teller to ‘make the 

point’. Whereas with PT, each performance is assumed to be different from the last. 

In the retelling, the troupe may often use these conserved moments (when, in the past, 

they have been seen to work effectively in the dramatic format) in various shapes and 

ways. This is so because, although the audience and theme of performance always 

changes and different stories are told each time, the Discourse options in enactment 

may become selective, given a realisation, through experience, of what works in 

performance. 

Basing the performance on lived experiences situates the form in oral cultures as 

conversations and stories that are close to the human lifeworld61. The reliance on lived 

experiences does not stem from the need to remember as in the Oral culture, but in 

an attempt to breach isolation (Sajnani, Linds, Wong & Ndejuru 2014:94) by providing 

a space where “any story could be told and artistically represented towards generating 

insight and perspective on the human condition” (Sajnani et al. 2014:94). The shared 

experience is witnessed in the here and now, based on present social and political 

conditions. Therefore, every PT performance argues that it is situated in time and 

place such that stories heard could never be abstract or fictitious. Nevertheless, as 

shall be demonstrated in the next chapter, because of the change in orality discourse 

strategies from the teller to the enactment (that is to say, from oral strategies to 

enactment strategies), the types of insights required by the teller (which is the reason 

for the story to be told) and the types of insights offered from and via the enactment, 

might not correlate (although both, of course, comment on the ‘human condition.’) 

Centrally, the human lifeworld of the teller, and the human lifeworld of the troupe might 

not coincide and therefore choices in the enactment might not correlate with the teller’s 

story. This slippage might be reinforced by the change in medium, with its correlating 

change of discourse strategies. 

Stories are generally generated to reveal conflict within and around us. It can be 

suggested, therefore, that the teller tells a story where the conflict he or she 

experienced has not been fully resolved. If such a story is personalised, then the 

 
61 As has been argued, the assumption that the lifeworlds of the teller, audience and the PT troupe 

cannot be taken to be synonymous.  It will only occur in a completely homogenous grouping with a 
shared perceptual framework, and therefore differences of age, gender, race, education and so on are 
all aspects that counter such homogeneity.  The same goes for homeostatic moments. The only way 
out of this conundrum is to assume universal values, which is also a highly contentious position. 
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conflict manifests between the teller and the world. The goal in PT is that, through the 

process of sharing, listening, and observing the representations, there is a sense of 

relief, clarity and/or catharsis. The agonistic tone of the teller’s story is negotiated, in 

performance, away from transferring knowledge (as in an Oral culture), but towards 

gaining insight and perspective on a shared human condition. This however does not 

mean that PT performances homogenise human experiences or focus only on general 

humanitarian values and societal ills as critiqued by a number of scholars (Sajnani et 

al. 2014:95). In the process of negotiating the teller’s story, words are given meaning 

in the context of the story and the performance by the listeners. The contemporary era 

is greatly influenced by writing such that most words tellers use in their stories have 

established meanings in dictionaries. Words and phrases can therefore be used and 

reused in different contexts and spaces despite their established meanings.  

 A congruence of D/discourse in a community experience 

In the course of this study, I have established that discourse as language is a tool of 

communication (Gumperz 1982; Gee 2014) and, using discourse, stories are told 

which may lead to conversations in PT. Such conversations enacted in PT differ from 

everyday ordinary face-to-face conversations. It takes place through the teller’s story 

and the interpretation and enactment of the story in scenes on stage (Fox 1999:119). 

It offers a balance between the use of verbal language and of non-verbal languages 

(Park-Fuller 2003:292) – thus language-in-use, following the argument made in 

chapter three. There is a discourse strategy for everyday conversation, and an 

adapted discourse strategy for the reflecting of that conversation in the theatre. Both 

types of conversation access the non-verbal as well as the verbal, but in different ways. 

When there is a transfer, so to speak, of the conversation caught in a teller’s story, to 

a ‘reflected’ version of that conversation in PT there is potentially the problem of 

slippage between the intentions of either. 

Gee’s (2011a) exposition on language-in-use (as presented in chapter three of this 

project) advocates the building of seven realities of life, for, when one says something, 

one is simultaneously enacting an identity and an action. He also posits that every 

action and identity inform on the type of language to be used in any given context. 

Despite this, language (be it oral or written language) is not universal as there exist 

different dialects of any given language. With PT, there is an assumption (though not 
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always) that the audience share and use the same discourse especially when there is 

no prior knowledge about the group (especially in open performances produced by the 

PT company). 

Doing PT (Salas 2006:1) in a context where the group (actors and audiences) shares 

the same Discourse differs, potentially, in many ways from when the group has 

different Discourses. (Of course, it is difficult to make the assumption of such 

similarities, especially as the ritual strategies do not make allowances for finding out 

the differences). Ultimately, one’s D/discourse is connected to one’s culture and 

identity. As such, we, as individuals, acquire and use different strands of the same 

discourse (influenced by our primary and secondary Discourses). Therefore, in PT, 

language and the way that each person uses it (for his or her discourse goals) sets 

each individual potentially separate from the other. 

Because of this, and despite the claims that the ritual of the process allows for 

strangers to experience a communal bond (Fox & Dauber 1999, Fox 2007b, Salas 

1983) wherein, 

… telling personal stories becomes a way to explore issues of 
identity within the self, the community, and the culture. We 
identify with different aspects of each other’s experiences. An 
enacted personal narrative is a house of mirrors. The process of 
sharing life stories reflects in multiple directions: narrator to self, 
narrator to listener, narrator to society, listener to society, and 
personal story to historical story (Fox 2007b:99).  

One begins to realise that the multitude of discourses and Discourses present are 

bound to challenge the pursuit of any definitive interpretation. 

Therefore, there is a strong indication of different Discourses existing and at play in 

the PT ritual. These Discourses comprise those of the teller’s, the audience’s, and the 

actor’s Discourses as well as PT as a phenomenon, itself. These are enacted at 

different levels, using different discourses within the process. 

The teller, for example, hesitant and unsure of the process, is guided by the conductor 

to share his/her Discourse (life experiences) using verbal discourse (oral language). 

The actors, supported by the music, lighting (Salas 1983) and a few colourful cloths 

transform this real-life Discourse into a theatrical Discourse, using physical, verbal and 

non-verbal language (theatre discourse). On the other hand, the audience uses non-
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verbal discourse to reflect on their own Discourses by listening to the teller’s Discourse 

and watching the actor’s Discourse (enactment of the teller’s Discourse). 

A conglomerate of these Discourses is a community experience with each member of 

the community in different roles/identities as listeners, narrator and actors. Although 

not all Discourses get to be shared and witnessed, the ultimate belief in PT is that “the 

collection of experiences narrated and played back will in some way represent the 

collective [and individual] story of the room” (Fox 2007b:101). The argument raised in 

this section is that this might not completely be the case. 

 Chapter summary 

Since 1975, PT has used forms of improvisation to enact life experiences of people 

who narrate them in the presence of others and the playback troupe. Founded by 

Jonathan Fox, together with Jo Salas, this form falls within the AT frame as it can be 

practised in diverse cultural and social contexts within any location ranging from 

theatres, school, and community halls and also within the private living space of 

individuals with the aims of personal and social transformation. 

As a ‘non-scripted’ form of theatre, Fox aimed at recreating the oral traditional ritual of 

storytelling through which individuals are celebrated, uplifted and could experience in 

commune/communitas. The marriage of the art (improvisational forms) and the social 

(individual and communal experience) is held together by rules considered as the ritual 

of PT. Within this experience of the pre-liminal (meeting), liminal (sharing and 

experiencing) and the post-liminal (return to normal) lie two mini-rituals of storytelling 

and enactment, each framed and held together by the O/orality formulae and 

D/discourse markers. Although the set rules of PT help in framing and holding the 

experiences of the individual and PT community, the analysis in this chapter has 

shown that the experience of the PT ritual is based on the oral narration of stories for 

any theatre to happen. The discourse characteristics and orality formulae present in 

the verbal narration ritual are inevitably adapted in the enactment ritual for the purpose 

of the performance Discourse.  

Within the PT D/discourse, there are different D/discourses that are at play. With 

reference to the Drama for Life Playback Theatre Company, the next chapter will 

analyse a story from one of their open performances. Through detailed analysis the 

chapter demonstrates that the theatrical dramatization in PT is in fact not a direct 
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representation of the story narrated. The chapter will use the D/discourse 

characteristics and orality formulae to show how the different D/discourses play out in 

both the telling and enactment of the same story. 
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Chapter 6: Storytelling and enactment 

 Introduction 

An in-depth analysis of Ong’s oral formulae posits these as the underlying factors in 

an orally-based communication while Gee’s discourse characteristics informs on the 

‘whos’ and ‘whats’ within the same communication context. These characteristics and 

formulae established to be fundamental in an effective, oral communication, require 

both an addresser and addressee to play their roles of sender and receiver in the 

communication chain. This ritual of sending and receiving in communication has been 

shown to be more complex in a storytelling context like that of PT. As established in 

the previous chapter, the PT ritual houses two mini-rituals which are the storytelling 

mini-ritual and the enactment mini-ritual. Within the whole and sectioned mini-ritual, 

the enactment and use of the oral formulae and discourse characteristics differs; 

depending on the Discourse of the ritual such as the Discourse of storytelling and the 

Discourse of performance.  

In PT, the enactment ritual is only possible as a result of the story ritual in which tellers 

narrate lived experiences. These tellers’ stories are constructed from fragmented 

pieces of experiences (Narayan & George 2003:450) generated by the various 

Discourses of life and the societies we live in. PT’s claim is that the enactment mini-

ritual assists in “disengaging the story from a lived experience, dismantling ‘pre-

reflective underpinnings’ of the teller’s stories, and overt re-assemblage through 

performance and a discursive repositioning” (Park-Fuller 2005:10). The question, 

therefore, is whether the enactment accurately reflects the teller’s story, or whether it 

disengages from the teller’s story – or whether it does both. 

This chapter aims to break down a story and its performance enactment within the 

DFLPTC which is considered as a context of communication or conversation. As such, 

it will identify the discourse characteristics and orality formulae within the utterances 

of both media. It does this by doing a close analysis of the relevant teller’s story using 

the orality markers/formulae, and then the discourse dynamics. This analysis is placed 

in a table form to indicate how many times a particular characteristic or marker occurs. 

In this way the most regular occurrences of the markers or formulae can be determined 

numerically. The same process will then be carried out on the enactment.  Following 

this, a comparison between the most regular markers and dynamics in the teller’s 
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story, and the most regular markers or dynamics in the enactment will be compared.  

Speculatively this would demonstrate where the teller’ story, and the enactment 

converged and where it diverged.  

Noticeably, all the oral characteristics and discourse formulae can be found in any 

utterance, while the utterance can also build these discourse formulae. Given that the 

enactment claims to be a re-telling of the verbal story, having the same number of oral 

formulae and discourse characteristics could be a possibility.  However, one should 

keep in mind that what one sees is a potential aesthetic and theoretical paradox as 

“the story performed is, and at the same time is not, the same story that was told” 

(Jordaan & Coetzee 2017:540), surfacing the idea of “sameness in difference” (Park-

Fuller 2005:9). 

In the analysis, only the characteristics deemed prominent and important in an 

utterance will be marked down, recorded and engaged with. Choosing will also be 

informed by the preceding utterance and the following utterance to the particular one 

engaged with from moment to moment, as an attempt to present a coherent flow in 

the analysis of the text. 

The interpretation and analysis of the research data remains subjective as it is not 

based only on facts, but also on the experience of the researcher in the theatre 

technique. As a former student of Drama for Life, I undertook a certified formal training 

of the PT method which then formed the basis of my MA degree research. Although I 

have not done PT practically after my training, my participation as an audience 

member and teller in the DFLPT performances influences some of the conclusions 

that will be drawn in the course of this analysis and findings. 

The transcription and analysis of the research data was not carried out only from the 

view point of an observer, because prior knowledge and training in the playback 

technique in some ways places the researcher as an observant participant. Also, the 

fact that the researcher was fully present in the performance when the data was 

recorded, influences some of the conclusions made in the course of the analysis and 

findings, thus making the interpretation subjective. 

Firstly, the analysis of the teller’s story will be done. This will be achieved by breaking 

down the story into units of utterances and text. Each unit may be seen in the form of 

a word, a phrase or a sentence. The reason for dissecting the story this way is to 
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identify both the prominent discourse marker(s) and orality characteristic(s) present 

that holds the highest ‘value’ in the teller’s story text at that moment. Both the discourse 

markers and the orality characteristics will be done in the form of a table. The reason 

for doing so, is to determine the number of appearances of each marker type so that 

the analysis that will follow may determine what the numbers may imply for an 

understanding of the meaning and purpose that the teller in particular might have 

presented in the telling. These will then be contrasted with what occurred in the 

playback ritual that follows. 

Secondly, the same identification and counting of the orality and discourse markers 

will be done for the enactment of the above-mentioned story by the actors. Every effort 

was undertaken to ensure that this was done independently without any reference 

from, or to the teller.  As such, the analysis will dwell only on the actors, their utterances 

and speech acts. 

Lastly, after both the story and enactment has been analysed and interpreted 

separately, it will be combined as a comparative analysis in the next chapter. By doing 

so, the possible discrepancies between the story and the enactment will be brought to 

light, so as to attempt to determine the differing strategies followed that led to the 

particular playback interpretation of the story. This chapter will also contemplate some 

of the decisions of the playback actors, speculating as to whether they might have 

been influenced by their performance repertoire in the interpretation of the story. This 

analysis will further highlight the fact that the discourse characteristics and orality 

formulae present and used in the storytelling and enactment are different. 

Understanding this will be a step towards proposing potential differing schematic 

strategies for interpreting oral communication and storytelling in theatre and PT in 

particular.  

This chapter commences with a recapitulation of the discourse markers/building task 

and orality markers/characteristics, before proceeding to the analysis.  

6.1.1. The discourse markers 

A discourse in any given context either builds or lessens something. Within a single 

discourse can be found several of the discourse markers, however, one will always 

stand out from the rest. To bring out this discourse markers requires answering the 

following question for each of the markers in the same discourse: 
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How are situated meanings, social languages, figured worlds, intertextuality, 

Discourses, and conversations being used to build relevance or significance 

(practices, identities, relationship, politics, connections and sign systems and 

knowledge) for things and people in context? 

6.1.2. The orality characteristics (Ong 1982) 

Additive rather than subordinative: The use of words like ‘and’, ‘when’, ‘then’, ‘thus’, or 

‘while’ provides a flow of narration.  In essence, events are added sequentially. 

Aggregative rather than analytic (adjectives): Oral narrations use more set 

expressions, phrases or clauses, and ‘clichés’, epithets than literate cultures. This 

aggregative nature is sometimes applied to criticize or praise people, for example, ‘the 

beautiful princess’ and not ‘the princess’.  

Redundant or copious: It is said that by the third or fourth repetition of something, the 

matter is remembered.  Furthermore, such repetition allows for one thing being used 

to refer to a much larger context in time. 

Conservative or traditionalist: Oral societies spend a great deal of energy and time in 

repeating and performing knowledge and the way of life. This is done as a way of 

remembering and transmitting that knowledge, thus conserving it. 

Close to the human lifeworld: It is easier to remember things that are close to everyday 

life than abstract and distanced from lived experiences. Things, places and 

personalities are preferred, rather than abstractions, theories and philosophies.  

Agonistically toned: Ong says that “orality situates knowledge within a context of 

struggle” (1982:43). There are both internal and external struggles. With orality these 

struggles need to be uttered to be known and recognised. 

Empathetic and participatory rather than objectively distanced: With the oral culture, 

knowing or obtaining knowledge brings the speaker and the listener close such that 

there is no room for objectivity. This explains why oral knowledge is always close to 

human lifeworld. 

Homeostatic: Given that knowledge in the oral culture is linked to life events, the 

memory therefore focuses on the here and now, for any past event cannot be retrieved 

like in books for the literate culture. The meanings of words were therefore linked to 
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the event in the present; that is, word meanings are circumstantial. Once an event is 

passed, the meaning is lost or modified to suit another event.  

Situated rather than abstract:  An utterance in oral culture is always tied to physical 

action. There is always meaning in every word that is uttered. 

 The performance 

The Drama for Life Playback Theatre Company (DFLPTC) is one of the few PT 

companies in Africa. This is so because PT, as an AT method, has barely spread 

across the continent. This company was founded in 2008 by Kathy Barolsky as part of 

her Master’s degree research (2009). It has since existed under the auspices of DFL 

and has done several performances in schools, and in corporate and local 

communities on different social topics. Currently, one of their main activities includes 

holding open performances at the end of each month at the University of the 

Witwatersrand. The data for this study was recorded in one of these performances62. 

 Like all other monthly performances, this was an open performance to the public. The 

performance lasted an hour. There were no particular theme or topic chosen for this 

performance, but given that it was towards the end of the year and the last 

performance for the year, the DFLPT members decided to direct the performance 

towards evaluating the year and looking forward to the new year. The conductor for 

this performance is Brenda63. 

Brenda: …. So, we find ourselves now at, towards the end of (the 
year)64. And this is a time of endings and beginnings. Actually, as 
the year ends, we feel a lot about endings and starting new things 
and also all the things that happened in the space in between. 
So, if you could just take a moment and think about (the year) …. 

Although the performance was not themed, it is evident that in her role, the conductor 

is formulating one by guiding the audience to think in a particular direction which is 

about endings and new beginnings. Fox (1999) asserts that the conductor represents 

the shaman of the PT ritual and is therefore responsible for holding and guiding the 

audience, as seen here with Brenda. This however does not imply that all stories 

shared will be only about evaluating the year ending or about beginnings and endings. 

 
62 It should be noted that full ethical clearance, both from the University of Pretoria, and the Drama for 
Life organization was obtained.  The Information leaflet is appended. 
63 Pseudonyms have been used in respect of confidentiality. 
64 For purposes of confidentiality, the exact year of the performance will not be mentioned. 
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With or without a theme, these “stories are constructed from fragmented pieces of 

experiences generated by the various discourses of life and the society we live in” 

(Narayan & George 2003:450).  

Despite the different fragments from different sources, under a closer investigation, it 

can be seen that there are some connections in all the stories shared which Fox calls 

the “red thread” (Fox & Dauber 1999) and acknowledges that PT has an ‘aesthetic 

Discourse’. With this red thread, the experience of communitas (Turner 1969), where 

we experience and recognise our common humanity, is evident in PT.  

The red thread in this case is derived from that element of a shared theme as 

introduced by the conductor or could simply be something quite different to the theme 

or the title of the performance. Fox (1999) adds that a shared context might also trigger 

the red thread or a connected dialogue of stories. This element of the shared context 

as is with the characteristics of orality, allows for a smooth exchange and 

understanding in oral communication. (A detailed analysis of how the red thread is 

experienced will be the topic of another research project). 

6.2.1. The story65 

The story used here is that of Adam66 (not the teller’s name). It is a story about the ups 

and downs (beginnings and endings) his family has gone through in order to find a 

comfortable place (town) where they can all live together in happiness. The main idea 

in his story seems to be the search for happiness which, according to him, does not 

lie in where you live or what you have but in the people with whom you share life, and, 

in this context, family. The conductor’s text is included in the transcript to create that 

conversational situation. However, attention is paid more to Adam’s story in the 

analysis. (As is standard practice in the theatrical conventions, the physical actions 

that accompany the spoken word are indicated in italics.  They are presented here to 

attempt to provide a fuller picture of the unfolding events, but, inevitably, also to 

contribute to clarity). 

 
65 In compliance with ethics regulations, pseudonyms have been used for both teller and actors. 
66 I note that Adam is a black African male. Adding this bit of information might contribute to a far more 

complex analysis, in time. This will not be attempted in detail, as the central thrust of the thesis is 
elsewhere.  I note this simply here to indicate that I am aware of this potential complexity.  However, I 
am also going to mention the races of the actors in this performance (who are all female) at a later 
stage, as this becomes pertinent to the analysis.  
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Brenda: What are the other long stories sitting here with us today? (She gestures to a 

person and they applaud while he makes his way to the chair on the stage. The actors 

sit on the crates.) May we have your name… inaudible.  

Adam:  Uhm, uh, my name is Adam. 

Brenda: Adam, who would you like to play your story? Sharon or Tallia? 

Adam: Sharon. (She stands up. They all giggle). 

Brenda: Okay, Adam. How would you like to start your story? 

Adam: Uhm, so, uh, it’s along the lines of, uhm, leaving thinking you go find something 

out there, uh, coming back to realise that it was actually there in the beginning. Uhm, 

so two years ago my wife and I, we left Johannesburg, uhm, with our three children. 

Just, uhm, I suppose we were frustrated, uhm with Johannesburg (inaudible mumble), 

and we wanted something else for our children and for us, I guess. Although I obtained 

work in Johannesburg. So, we originally moved to Limpopo, where I’m from, thinking 

that we’d sort of get our roots there and have our children grow up there, uhm, only to 

realise it was way too hot and we could not stay (Laughs). Because living was just too 

uncomfortable. And then, so we decided to go to the South Coast, to KZN, where my 

wife is from, much more prettier, uhm… there’s the sea and she has family there. And, 

uhm, in between all the time I was always coming back to Jo’burg, go back. And, uhm, 

the whole moving around the space was extremely stressful. And… all the time we 

were questioning ourselves, you know, what are we doing? We’re spending so much 

money moving up and down. Uhm, we should have stayed in Jo’burg. What are we 

doing? Are we tearing our family apart? Our marriage it, uh, it’s taking a lot of strain. 

What’s going on? What’s going on?  And uhm, we were always asking ourselves was 

it the right decision to leave? Was it the right decision? Because when we did leave, 

we were positive; we were so sure about it. We prayed about it; we got a strong 

confirmation that leaving was the absolutely most perfect decision. So, we felt very 

confident in leaving. Uhm, it was just you know, the most obvious thing. So now, we’re 

coming back. (Laughs). And… there’s a lot of relief, because being apart, my wife and 

I, being apart for so long, we realised that we actually… we missed each other. We 

want to be together. And that’s the… you know, we decided we could live anywhere 

in the world, as long as we’re together. And uhm, and that’s what’s come out of this. 

In many ways it’s been a magnificent, magnificent journey, very stressful, very tough, 
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very taxing, but to have gained that knowledge that, you know, wherever we are in the 

world we just wanna be together, it doesn’t matter where, just to (stutter)… to come to 

know that has been very precious. Uhm, so yeah. The title I guess would be around 

the world in two years. Laughs. 

Brenda: Around the world in two years. And how do you refer to your wife? 

Adam: My… angel. 

Brenda: Around the world in two years. Adam’s story. Let’s watch. 

(It should be noted that, in the fragmentation for analysis, some of the fragments/units 

could be made even smaller.  For example, line 93 indicates a repetition of the word 

“magnificent”, and this repetition could be analysed and explained. It was decided 

however, that the analysis presented here provided sufficient evidence so that the 

conclusions that were reached could be effectively justified. Furthermore, it was 

decided to use the presentation of the chronological units of the narrative to develop 

the analysis.  Therefore, although a particular unit has a discourse marker and an 

orality marker, no direct connection between the two should be drawn.  Although it can 

be argued that this might be possible, it is not the purpose particularly of this research 

project. 
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Table 2: Analysis of storytelling. 

UTTERANCE BUILDING 

TASK 

ANALYSIS  ORAL 

CHARACTERISTICS 

ANALYSIS 

1. What are the 

other long 

stories sitting 

here with us 

today? 

 

Practice 

A request to share, tell a 

story in the form of a 

question 

 

 Conservative or 

traditionalist 

The request to share a story 

is a means of preserving 

knowledge. 

2. Uhm, uh, my 

name is Adam 

Identity First, hesitation with uhm, 

then confidence and in 

control 

 Redundant or copious  The repeated uhm sustains 

the flow of thought 

3. Adam Connection 67Repeats to acknowledge 

and make connection   

 Redundant or copious  Repetition helps with 

remembrance 

4. Who would you 

like to play 

your story? 

Practice The teller is requested to do 

something – choose an actor 

to play him in the enactment  

 Situated rather than 

abstract 

The words she says is 

performing an action. 

5. Sharon or 

Talia? 

Politics The conductor does not 

relinquish total power to the 

teller as she indicates 

exactly where to choose 

 Empathetic and 

participatory rather than 

objectively distanced 

By mentioning names of the 

actors, gets them involved in 

the narrative rather than just 

passive listeners 

6. Sharon Connection By choosing and repeating 

the actor’s name. He makes 

a connection with her 

 Redundant or copious Repetition of the name 

 
67 Repeating in orality serves as aid for remembrance 
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7. Okay Adam,  Connection Acknowledges Adam’s 

choice 

 Redundant or copious  Repeats the teller’s name. 

8. How would you 

like to start? 

Practice Request to start the narrative  Situated rather than 

abstract 

A story always has a 

beginning and an ending. It is 

situated in time and place 

9. Your story Identity A storyteller  Close to the human 

lifeworld 

The teller is requested to 

narrate events he has lived 

and experience and not 

imagined 

10. Uhm, so, uh Identity Not confident and hesitant to 

take the identity of story 

teller given him 

 Additive rather than 

subordinate 

It seems he wants to add on 

to something said before 

11. It’s along the 

same line of 

……leaving 

Significance 

 

Sets the theme of the 

narrative 

 Conservative or 

traditionalist 

The teller recalls what the 

conductor and other tellers 

had said earlier 

12. Uhm Identity Uncertainty   Additive rather than 

subordinate 

Helps to add on more 

information or another idea 

13. Thinking you 

will  

Politics Still has not owned the story 

by saying ‘you’ 

 Homeostatic  The word ‘thinking’ here may 

not be the act of the mind but 

a feeling or an expectation 

14. Find something 

out there 

Practice An action of searching  Situated rather than 

abstract 

Searching for things is part of 

a human action 

15. Uh  Identity Hesitation, uncertainty  Redundant or copious He has used this before 
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16. Coming back 

to realise that it 

was actually 

there in the 

beginning 

Sign system 

and 

knowledge 

To realise is to gain 

knowledge 

 Close to the human 

lifeworld 

Actions of realisation are part 

of human interaction 

17. Uhm, Identity Hesitation, uncertainty  Redundant or copious Same as before 

18. So Connection Getting the audience 

attention  

 Additive rather than 

subordinate 

A word that helps to include 

other information in the 

course of the narrative 

19. Two years ago, Significance Time frame of story is 

important 

 Conservative or 

traditionalist 

The actions happened in the 

past but can still be recalled 

through memory 

20. My wife and I Identity A married man  Close to the human 

lifeworld 

Characters that are 

recognisable 

21. We  Significance Emphasises a bond  Close to the human 

lifeworld 

 This includes other people in 

the narrative thus making it 

believable 

22. Left 

Johannesburg 

Practice An activity carried out  Situated rather than 

abstract 

The place mentioned is 

known or can be found 

23. Just, uhm I 

suppose 

Identity  Hesitation and uncertainty   Redundant or copious The repetition of the 

expression ‘uhm’ 

24. we were 

frustrated with 

Johannesburg 

Politics Generalises the frustration 

with ‘we’ 

 Agonistically toned This statement reflects an 

emotional struggle 
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25. And68, we 

wanted 

something else 

Significance The reason for leaving  Additive rather than 

subordinate 

New information is added 

which is not explaining the 

previous 

26. For our 

children 

Identity A father  Situated rather than 

abstract 

The characters are 

recognisable 

27. And for us I 

guess 

Politics Not openly accepting a need  Additive rather than 

subordinate 

Another information 

28. Although  Significance Introduces another important 

thing 

 Additive rather than 

subordinate 

It signals the addition of more 

information 

29. I obtained work 

in 

Johannesburg 

Identity A working man  Conservative or 

traditionalist 

The action happened in the 

past 

30. So Connection Making contact and keeping 

the listeners active69 

 Redundant or copious It is repeatedly forming part of 

the narrative 

31. We originally 

moved to 

Limpopo 

Practice An activity of moving 

 

 Conservative or 

traditionalist 

Recalling past events 

32. Where, I’m 

from 

Connection The link he has to Limpopo   Close to the human 

lifeworld 

Referring to Limpopo known 

by many 

33. Thinking Practice A mental activity  Situated rather than 

abstract 

An action that humans can 

relate to 

 
68 Here one encounters the additive that is peculiar to orality and also serves as a stalling point for remembrance. 
69 In Jakobson’s communication schema, he calls this the ‘phatic’ or ‘contact’ 

 
 
 



 

172 
 

34. That we’d sort 

of get 

Identity ‘sort of’ shows uncertainty 

and doubt 

 Agonistically toned There is an internal conflict 

expressed in not achieving a 

need 

35. Our roots there Sign system 

and 

knowledge 

‘roots’ brings an idea of 

culture 

 Homeostatic The word ‘roots’ will mean 

different things in different 

context. Here it is referring to 

a traditional bond, heritage 

36. And have our 

children grow 

up there 

Connection The connection between a 

person and a place 

 Situated rather than 

abstract 

Still referring to Limpopo  

37. Uhm Identity Hesitation   Redundant or copious Re-occurs in the narrative 

38. To realise   

 

Sign system 

and 

knowledge 

An awareness, gain new 

knowledge 

 Situated rather than 

abstract 

This is an action one can 

relate to or situate in 

everyday human interaction 

39. It was too hot 

and we could 

not stay 

Significance The weather condition is 

made important as a reason 

for a new beginning 

 Aggregative rather than 

analytic 

Adjectives are used here to 

describe Limpopo and gives a 

reason for not staying 

40. Because living 

was just too 

uncomfortable 

Politics He mentions a social good, 

living conditions 

 Aggregative rather than 

analytic 

Another reason for not 

staying described using an 

adjective 

41. And, then,  

 

Identity  Hesitation, uncertainty   Additive rather than 

subordinate 

These words give the 

impression that he wants to 

add more reasons 

42. So Connection Keeping contact with the 

audience 

 Redundant or copious Repeatedly used 
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43. We decided to 

go to the south 

coast, to KZN 

Practice A decision is taken and 

moving made 

 Close to the human 

lifeworld 

A place that is known and 

recognisable 

44. Where my wife 

is from 

 

Connection His wife is connected to KZN 

as her birth place and origins 

 Conservative or 

traditionalist 

Information of the origins of 

his wife forms part of his 

Discourse 

45. Much more 

prettier 

Significance Importance is placed on the 

beauty of the area 

 Aggregative rather than 

analytical  

It describes KZN 

46. Uhm Identity Hesitation  Redundant or copious Repeated use 

47. There’s the 

sea 

Significance The feature that stands out  Close to the human 

lifeworld 

A place recognised in human 

interaction 

48. And she has 

family there 

Connection The wife and her family  Additive rather than 

subordinate 

Added information about KZN 

49. And uhm Identity  Hesitation  Redundant or copious Repeated use 

50. In between all 

the time I was 

always coming 

back to 

Jo’burg, go 

back 

Practice Moving back and forth  Conservative or 

traditionalist 

An action that happened in 

the past 

51. And uhm Identity Hesitation  Additive rather than 

subordinate 

It adds in another idea or 

action to the narrative 
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52. The whole 

moving around 

the space was 

extremely 

stressful 

Significance 

 

How the moving back and 

forth felt is important 

 Aggregative rather than 

analytic 

An emotion expressed with 

details 

53. And…all the 

time we were 

questioning 

ourselves,  

 

Identity 

Lack of confidence and self-

doubt about the decision to 

move. 

 Situated rather than 

abstract 

Self-questioning and doubt is 

a human thing 

54. You know Sign system 

and 

knowledge 

The listener knows or 

understands what is said 

 Empathetic and 

participatory rather than 

objectively distanced 

Insinuating that the listener 

knows something makes 

them part of the narrative and 

active listeners 

55. What are we 

doing?  

Identity Self-doubt  Agonistically toned There is a sense of conflict 

with making choices 

56. We’re 

spending so 

much money 

Significance The value of money  Homeostatic Money here could be hard 

physical cash or something 

else 

57. Moving up and 

down 

Practice Moving  Situated rather than 

abstract 

Movements are situated 

58. Uhm, we 

should have 

stayed in 

Jo’burg 

Identity Still doubting the decision to 

move and is regretful 

 Agonistically toned Conflict with making a choice 
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59. What are we 

doing? 

Identity Self-doubt  Redundant or copious Repeating the same question 

as above 

60. Are we tearing  Practice To destroy  Aggregative rather than 

analytic 

Describing the effect of the 

choices  

61. Our family 

apart 

Relationship Family  Close to the human 

lifeworld 

Family is part of human 

interaction 

62. Our marriage 

it’s, uh, it’s 

taking a lot of 

strain 

Relationship Family and marital links  Situated rather than 

abstract 

Marital issues are things 

people can relate to 

63. What’s going 

on? What’s 

going on? 

Identity  Self-questioning, lack of 

confidence, self-doubt 

 Agonistically toned An expression of emotional 

conflict 

64. And uhm, Identity Hesitant  Redundant or copious Repetition  

65. We were 

always asking 

ourselves 

Practice The activity of questioning  Situated rather than 

abstract 

It is part of everyday activity 

to question the self and 

reflect 

66. Was it the right 

decision to 

leave, was it 

the right 

decision? 

Significance Questioning the decision  Agonistically toned There is a conflict here of 

decision and choice 

67. Because, when 

we did leave,  

Practice Leaving, moving 

 

 Situated rather than 

abstract 

The action of leaving is 

recognisable 
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68. We were 

positive, we 

were so sure 

about it 

Identity Confident  Situated rather than 

abstract 

Human interaction activities 

69. We prayed 

about it 

Sign system 

and 

knowledge 

Privileging a way of life  Conservative or 

traditionalist 

An activity that is part of 

society, engraved in memory 

and passed down from 

generation to generation 

70. We got a 

strong 

confirmation  

Connection 

 

Confirmation  Homeostatic  A confirmation can either be 

positive or negative 

71. That leaving 

was the 

absolutely 

most perfect 

decision 

Practice An action of deciding and 

leaving 

 Situated rather than 

abstract 

Still talking about the activity 

of leaving 

72. So Connection With the listener  Homeostatic This word can be used to add 

more information but, in this 

instance, it introduces a 

solution for a previous action 

73. We felt very 

confident in 

leaving 

Identity  Confident and sure 

 

 Situated rather than 

abstract 

A feeling that can be related 

to 

74. Uhm,  Identity Hesitant  Redundant or copious Repetition 
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75. It was just, you 

know 

Sign system 

and 

knowledge 

Assuming the listener is 

aware of what he wants to 

say 

 Empathetic and 

participatory rather than 

objectively distanced 

The phrase makes the 

audience active and part of 

the narrative 

76. The most 

obvious thing 

Identity Confident and sure  Situated rather than 

abstract 

Emotions and actions that are 

relatable 

77. So now, we 

are coming 

back 

Practice Coming back shows an 

activity of moving from one 

location to another 

 Situated rather than 

abstract 

Movement, back and forth 

78. And…. There’s 

a lot of relief 

Identity The word relief shows a 

calm person 

 Situated rather than 

abstract 

A sense of being 

79. Because being 

apart 

Relationship Showing separation  Homeostatic It explains the statement 

made before this 

80. My wife and I Identity The structure of the phrase 

reflects that of an educated 

intellectual 

 Situated rather than 

abstract 

Recognised identities in 

society 

81. Being apart for 

so long 

Relationship Separation, disconnection  Homeostatic This statement can mean 

different things in different 

context 

82. We realised 

that 

Sign system 

and 

knowledge 

Gaining knowledge of a fact  Situated rather than 

abstract 

Part of human interaction 

83. We actually… 

we missed 

each other 

Relationship Missing each other shows 

the love and closeness 

between the two 

 Homeostatic  Meaning can vary in context 
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84. we want to be 

together 

Relationship Love, closeness, 

togetherness 

 Situated rather than 

abstract 

A human need in terms of 

relationship 

85. And that’s 

the… 

Identity Hesitation, uncertainty  Additive rather than 

subordinate 

Seemed like wanting to add 

more reasons to those 

already mentioned 

86. You know Sign system 

and 

knowledge 

Insinuates the listener 

possess the knowledge or 

knows what he is talking 

about 

 Empathetic and 

participatory rather than 

objectively distanced 

Includes the audience in the 

narrative 

87. We decided Practice It’s an activity of making a 

choice 

 Situated rather than 

abstract 

Decision making, a human 

action 

88. We could live 

anywhere in 

the world 

Practice To harbour a place  Close to the human 

lifeworld 

The human world 

89. As long as  Sign system 

and 

knowledge 

Setting conditions  Homeostatic  Can be giving a reason or a 

condition 

90. We’re together Relationship Closeness, love  Situated rather than 

abstract 

Human interaction 

91. And uhm, and Identity Hesitant   Redundant  Repetition  

92. That’s what’s 

come out of 

this 

Sign system 

and 

knowledge 

Giving information about the 

outcome on a subject 

 Situated rather than 

abstract 

Results of the whole 

experience 

93. In many ways 

it’s been a 

Identity This shows a happy and 

fulfilled person  

 Aggregative rather than 

analytic 

Describing the whole 

experience 
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magnificent, 

magnificent 

journey  

94. Very stressful, 

very tough, 

very taxing 

Significance Saying what stood out in 

general 

 Aggregative rather than 

analytic 

Still using epithets to talk 

about the whole experience 

95. But to have 

gained that 

knowledge that 

Sign system 

and 

knowledge 

Knowing, get an insight into 

something 

 Conservative or 

traditionalist 

The experience and 

outcomes have become part 

of history 

96. You know Sign system 

and 

knowledge 

The listener is assumed to 

have knowledge of the 

subject 

 Empathetic and 

participatory rather than 

objectively distanced 

Engaging the audience 

97. Wherever we 

are in the world 

Significance Drawing attention to location  Close to the human 

lifeworld 

 The planet, destinations 

98. We just wanna 

be together 

Relationship Closeness, love for one 

another 

 Homeostatic  Being together brings out 

different meanings in different 

context 

99. It doesn’t 

matter where, 

just to… 

Significance Importance here is place on 

being together 

 Close to the human 

lifeworld 

Emphasis on the planet again 

100. To 

come to know 

that has been 

very precious 

Sign system 

and 

knowledge 

Gaining new knowledge, 

enlightened 

 Conservative or 

traditionalist 

Knowledge that has been 

conserved in memory 
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101. Uhm, so 

yeah 

Identity Hesitant   Redundant or copious Repetition 

102. The title 

I guess would 

be around the 

world in two 

years 

Sign system 

and 

knowledge 

Giving an information  Homeostatic  The narrative does not show 

him circling the planet in wo 

years 

103. Around 

the world in 

two years 

Connection The conductor connects with 

the teller and audience 

 Empathetic and 

participatory rather than 

objectively distanced 

The conductor repeats to 

show that she is actively 

listening 

104. And 

how do you 

refer to your 

wife? 

Practice Asked to give more 

information 

 Situated rather than 

abstract 

A known identity 

105. My 

Angel 

Identity Naming the wife  Aggregative rather than 

analytic 

An epithet or adjective in 

talking of the wife 

106. Around 

the world in 

two years.  

Significance Repeats the title to lay 

emphasis 

 Redundant or copious Repetition 

107. Adam’s 

story 

Significance Shows ownership  Situated rather than 

abstract 

The narrative is owned by a 

person, thus making it real 

and believable 

108. Let’s 

watch 

Practice The request to do an action  Situated rather than 

abstract 

An action done within human 

interaction 
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Table 3: Sum of discourse markers in the story. 

DISCOURSE  MARKERS STORY 

Identity  33 

Practice  19 

Significance  16 

Connections  13 

Relationship  8 

Politics  5 

Sign system and knowledge 14 

 

Table 4:  Sum of orality characteristics in the story. 

ORALITY CHARACTERISTICS STORY 

Additive rather than subordinate 10 

Aggregative rather than analytic 8 

Redundant or copious 18 

Conservative or traditionalist 10 

Close to the human lifeworld 10 

Homeostatic  11 

Situated rather than abstract 28 

Agonistically toned 7 

Empathetic and participatory 6 

 

Looking at the table above, the following questions arise: why are some discourse 

tools more frequent and how do these numbers help to understand the narrative in 

terms of discourse? This section will explain the relationship each discourse and orality 

tool have with the other and how the numbers help to understand the reason for Adam 

sharing this story. 

Although it’s a story about ending and starting life in new locations, Adam’s use of 

language strongly suggests that he intended to portray more, or is trying to understand 

himself through the story. This is one of the aims of PT which indirectly tries to clarify 

the inchoate experiences of life. The circular movement, from Johannesburg to other 
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cities and back to Johannesburg coupled with the back-and-forth movement for work, 

seem to indicate an indecisive and ungrounded individual. The pauses and constant 

hesitation in his narrative is a reflection of the indecision in the story. Therefore, 

Adam’s story is more about identity as evident with the number and for this, he needed 

language and activities to help enact the identities hence the elevated number of the 

practice tool too. 

Alongside this enactment of identity, is relationship, as explained below.  In the course 

of portraying relationships, identities are enacted. There is a clear indication in the 

story that identity, family relationship and work are significant to Adam hence its 

numerous appearances. With the Discourse of storytelling, which in some way is 

conversation, the connections tool always comes into play for sustaining the flow of 

narration as is seen in Adam’s narrative. 

Story narration is done orally and oral communication consists, or upholds some 

characteristics as stipulated by Ong (2002). These characteristics of oral 

communication are not enacted in and through language equally. Therefore, for every 

piece of communication some characteristics will be enacted more than the others, 

depending on the aim of the message and the context. In Adam’s case, the situated, 

rather than abstract characteristic, is higher than the rest. This is not surprising in the 

situation of PT because telling the story does not require much physical language, but 

verbal. Therefore, every utterance in the oral culture is considered an action hence it 

is situated within the context of the narration and story rather than discarded as 

unhelpful or abstract. 

Though every word or phrase in the oral rendition is situated, this has not been 

prepared ahead of the performance by the teller. The teller does a lot of repetition and 

keeps the narration short and straight to the point by adding rather than analysing with 

details. By doing this, using the additive method, the teller is able to think of what to 

say next in the course of narrating; hence it helps in sustaining his thought process, 

flow in plot and more specially could potentially aid the actors to remember details of 

the story. To further understand this story, each discourse tool and oral characteristic 

will be examined below in detail. 
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 Analysis of the discourse markers in the story 

The table above represents the detailed step-by-step break down of Adam’s story. It 

shows how each word, phrase or sentence creates or is influenced by a discourse and 

orality marker. As earlier mentioned, Gee (2011) explains that a proper discourse 

analysis must go through these steps. However, it does not necessarily mean all these 

tools would be used or can be found in the discourse being analysed. As such, one 

marker or tool is chosen amongst the others as the dominant or most important within 

a spoken word or phrase. As a narrative, discourse analysis of a story would not focus 

much on the linguistic and grammatical structures.  

Van Dijk (1982:179) speaks of using ‘episodes’ in an action discourse like stories. An 

episode as he says, is a part of a whole, having a beginning and an end with both the 

part and the whole involving mostly sequences of events or actions. These episodes 

he explains should somehow be unified and at the same time have some relative 

independence (Van Dijk 1982:179). This means that a story as a whole is first of all an 

episode within a world event or action. Within this story are episodes unified to the 

whole and can stand individually as an action or an event. It is important to note that 

analysing the story using the episodic theory does not totally exclude the grammatical 

and linguistic markers as these can be found within and are used to mark the beginning 

and end of an episode. 

It is with this idea in mind that the above story has been written not straight up as a 

narrative but broken down in lines, words, and phrases. Lines represent the 

information structure of a text (Gee 2014:157). Text or speech according to Gee 

(2014:148) is produced in small spurts. Each spurt is a clause length as the events or 

episodes are firstly selected and organised in the brain’s eye before being vocalised. 

What is unique about the episodes and spurts is that they are marked by pauses and 

linguistic markers. Putting them in lines enables ease of identification and reference. 

A building task may be found within a single line or more, therefore, the analysis entails 

moving back and forth between the structure of the story and “the situated meaning it 

is attempting to build about the world, identities, and relationships [within this] context” 

(Gee 2011a:128).  
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6.3.1. Significance 

The use of grammatical pointers or discourse markers makes some parts of a story or 

some events more important than others. When the audience members come for a PT 

performance, they come unprepared. That is to say they have no story prepared as 

they sometimes do not know what topic or theme the performance will be based on. 

This was the case with the performance on which this study is based. The performance 

was aimed at reviewing the year that was ending. As the conductor introduces the 

performance, in this case asking the audience to evaluate the year and think about 

ending that year and starting a new one, it now directs the audiences’ mind to thinking 

and selecting what is more important for them to share around this topic. 

The main topic or area of discussion in a performance opens a window to other topics 

which still maintain a connection to the main idea; hence the idea of a red thread in 

PT (Dauber & Fox 1999). Adam’s story about beginnings and endings is centred 

around moving and having to start life in a new city. To him, ending your life in one 

place and having to start over again in another, is not what is important. The 

significance of his story is explicit as he says it himself from line 94 to 99 (p.179). 

Therefore, for Adam, there will always be a balance between the end of one thing and 

the beginning of another, as long as one has support like family. What he puts forward 

through this story as important is family always staying together, no matter the 

circumstances.  

6.3.2. Connections 

Discourses, social languages, figured worlds and conversation make it possible to 

connect things and people in context. In discussing PT in the previous chapter, it was 

mentioned that one of its core purposes is bringing together people from different 

social and economic backgrounds into a space where they become a community with 

a shared interest for a given timeframe. Within this community there is the experience 

of communitas as stories shared by each one is connected in some way to the next 

story. As already mentioned, this is called the red thread in PT. Understanding the 

connections, or the red thread between Adam’s story and other stories within the same 

performance, explores and expands on the experience of communitas (This will not 

be explored here as it falls outside the scope of the study). Several studies have 

explored this idea of the ‘red thread’ in PT (Dennis 2004; Fox & Dauber 1999; Fox 
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1986) existing in the sharing of and listening to of stories. It is, however, my contention 

that a ‘red thread’ may also exist within a single story70. By using repetitive words and 

phrases, the teller is able to connect episodes of his life into a story. Each narrated 

event or episode of the story presumably is connected to the next in one way or 

another thus creating the ‘red thread’. 

With discourse within the sphere of orality involving a speaker and a listener, 

connections stand out as a way of making and keeping contact between the parties 

involved in the communication process. So, by using the connectives mentioned 

above, the teller sustains the listeners’ attention. On the other hand, by repeating what 

the teller says, the conductor is maintaining contact and acknowledging his or her 

attentiveness to the teller. It is such connections that have been made evident in the 

breakdown of the story. 

6.3.3. Sign systems and knowledge 

How is Adam privileging or de-privileging specific sign systems and beliefs, that is to 

say the languages, styles of language, claims and specific ways of knowledge and 

beliefs? This story has made it evident that the discourse characteristic of sign system 

can be separately identified from knowledge. The only sign system that Adam makes 

visible in the story is praying and the belief in God’s or a god’s powers. The experience 

of the story brought about understanding or knowledge of the fact that family should 

stay together no matter the circumstances. 

Adam’s story enacts how and why family and God71 should or not be privileged in 

relation to life’s struggles of beginnings and endings. Everyone in society and in this 

setting of the PT performance has the knowledge that there exists a divine power. By 

saying “We prayed about it, [and] we got a strong confirmation that leaving was the 

absolutely most perfect decision”, Adam is privileging divine intervention concerning 

life decisions. What is not certain in the story is the type of divine intervention sought. 

Is it traditional or Christian? By constantly using the words ‘we, us, our’, in his story, 

Adam is also privileging and reinforcing the belief that family should stay together no 

 
70 This is an assumption I intend to explore further in an article. 
71 It is important to note here, that this is the only ‘unusual’ sign system change and it occurs only once.  
This realization becomes significant when the analysis turns to the playback analysis. 
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matter the circumstances. The use of such language in his narrative creates a 

connection between sign systems and knowledge to relationships and politics. 

As mentioned above, sign systems and knowledge exist separately because an object 

that represents something (sign system) is completely different from knowing about 

the thing (knowledge). With Adam’s story, knowledge is enacted more than sign 

systems. He makes visible common and general knowledge like praying. However, 

some information is not made visible as he expects the audience to be in the know 

when he says, ‘you know’. The relationship of signs to language is a debate and study 

in itself which will not form part of this study. 

6.3.4. Relationships 

How language is used may directly or indirectly portray the relationship one has with 

those listening and with those mentioned in the narrative or discourse. When Adam 

starts his narrative, he says “my wife and I” to distinguish the different identities in the 

story with him being a husband and a father and establishing his wife in the story. 

From this point onwards he uses the first-person plural in the use of the pronouns ‘we, 

us and our’ to refer to his wife and himself, which portrays the close and bonded 

relationship they share. There is also a close relation and bond between him and his 

native land or place of birth as bonds can also be formed between people, objects and 

places.  

This bond is evident in the description of the place they moved to. He could have 

stopped after he said “So we originally moved to Limpopo” but he went further to say 

“where I am from, thinking that we will sort of get our roots there…” The use of the 

word ‘roots’ in this context can be viewed as a starting over or a new beginning. On 

the other hand, given that he is talking about his native land, this could mean going 

back to the traditions, culture and way of life in which he was born so that his children 

could also be inculcated with their roots. (Within the South African context, such an 

interpretation, given the socio-cultural dynamic at play, can be seen to be reasonably 

obvious in this interpretation.) 

6.3.5. Identities 

By using language, a person identifies with being someone or something in a given 

context. As an identity may influence the type of language used in a given context, so, 

too, the activity being carried out and the language being used, reveals the identity of 
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a person. Gee further classifies identity in two categories which are “activity-based 

identities and relational identities” (2017:83).  Activity-based identities centre around 

activities we do or what may be called a job. It is not easy to classify someone under 

this category if they do not clearly define what they do in life like being a builder, a 

gamer, or a doctor. When someone just generally talks about work, like Adam does in 

his narrative, it becomes difficult to determine his activity-based identity. The story 

makes known the fact that Adam is a hard-working man who travels from one town to 

work in another, but it is not clear what he is (Being) and what he does (Doing). Another 

one of the activities that he narrates is one of seeking something; perhaps a place of 

belonging, as well as a place of stable work. However, it is obviously clear that he is 

the teller in this account of PT, and therefore he can be said to adapt his storytelling 

mode to this activity. 

On the other hand, the relational identity is much easier to determine and classify. By 

relational identity, Gee talks of relations that are always in contrast to different people 

(2017:87). A relational identity is often assigned or imposed on people and unlike 

activity-based identity that the self is free to identify with, relational identity is often 

classified in opposition or in contrast to other identities. Therefore, Adam’s use of 

language identifies him in relation to others - like being a husband because of the wife 

and he is a father because of the children he mentions. 

In enacting an identity or identities through language, a person also brings out the 

identity of those around and those mentioned in the text. Given that the narrative of a 

PT is not entirely in the form of a conversation, determining the identity of the receiver 

is not quite possible. However, their identities as conductor, actor, musician, teller and 

audience are generic to the PT form. The persons mentioned in the narrative already 

give us identities of the wife and the children. In this type of oral narrative that is not 

planned beforehand, the teller does not go into details to describe the particularities of 

the identities involved unless asked by the conductor. Nevertheless, the need to 

identify as a teller in this particular set of circumstances can be found in his repetition 

of ‘you know’, which is a marker seeking to establish clarity for himself as teller, within 

the group.  

It is therefore in such instances that the oral characteristic of aggregation becomes 

part of the discussion as epithets are used. Some epithets are clear within the 
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discourse, for instance Adam refers to his wife as “my angel”. Other epithets can be 

formulated by analysing the discourse. In looking at the entire discourse, Adam can 

be seen as a loving husband as is the wife (lines 79 to 84 p.177-178). Adam can also 

be seen as a hard-working man (line 50 p.173). Through his narrative, he is portraying 

his family (especially his wife) as patient for putting up with the inconveniences of 

moving and staying alone with the children. This adds to his identity as a grateful 

person in a loving relationship.  

So far, we have seen that the identity discourse is directly and indirectly mentioned in 

the story, but there can be other cues like non-verbal cues from which the teller’s 

identity could be deduced. It has been mentioned that communication, especially oral 

communication, involves both the use of verbal and nonverbal messages. As such, in 

narrating the story, the teller’s gestures, posture and facial expressions can say much 

about what type of person s/he is. Other non-verbal cues can also come from what the 

teller is not actually saying in the story. Although he does not say it, one could pick up 

from the story that Adam is trying to portray himself as a dutiful husband and father. 

6.3.6. Politics 

The mention of politics brings to mind power play and power struggle. In a 

conversation, or a discourse situation, language used can directly or indirectly indicate 

who holds the upper power. This could be in terms of taking decisions for the benefit 

of all in a given context, family, community, or country. Having the power can be 

consciously or unconsciously played by the individual concern using language as is 

the case with Adam and his family. 

The continuous use of the first-person plural pronoun in his narrative shows an equal 

share and distribution of power in the matters of the family. Adam indirectly portrays 

the importance of including the woman in family decision-making. Adam does not 

divulge the real person at the helm of the decisions; but in analysing his story, it can 

clearly be seen that it is his wife because the moving was inconvenient for Adam who 

had to go back and forth between cities for work. Therefore, through the use of 

language, Adam is trying to portray a balance of power in his family. After the analysis, 

there is clearly a contradiction to this balance of power as his wife has more power (in 

his eyes). This is evident in the fact that she has to confirm all the decisions about 

moving and seems to be the one who has the final word. These actions make it 
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obvious that she is in charge of the situation and the family. Power play in 

communication also helps to reveal the identities of the parties involved. Within this 

bond of a husband and wife who stand as one, there are individual identities that Adam 

is enacting in and with the story. 

In the mini-ritual of storytelling, as the addresser, Adam holds the power. Through his 

story, he transports the addressees into his universe who must accept what they hear 

without questioning its veracity. This situation is also enhanced by the PT ritual that 

does not allow an exchange between addresser and addressee (actors and audience). 

The teller (in this case, Adam) holds, or seems to be given, the power to take the 

addressees into any world which can be real or unreal. Thus, the existence of politics 

or power relations in the PT ritual (where the teller holds the power of the story) 

undermines or puts to question PT’s claim of sharing real life experiences. 

6.3.7. Practices 

The analysis of the identity tool has shown that a practice, or an activity can also be 

referred to as an activity-based identity because both deal with things like teaching, 

gardening, telling a story, attending to patients in the hospital. In chapter four, it is 

mentioned that some activities inform what language to use in a given context, while 

some utterances enact a certain practice such as caring, instructing, praising, 

insulting, acknowledging or being indifferent. Gee purports that “language has 

meaning only in and through practices” (1999:8). Therefore, the questions arise as to 

how Adam’s practice of storyteller defines the type of language he uses and how his 

language in the narrative makes some activities he is enacting or trying to enact, 

recognisable.  

First, as a storyteller, there is a coherence in his narration with regards to the structure 

of a story which has a beginning, a middle and a conclusion. When he begins, he 

introduces the theme of the story in line 11(p.169): “it’s along the same lines of uhm 

leaving”. In other words, he could have said: ‘this is a story about…’. The story is then 

developed and, in the end, he says “Uhm, so yeah” which indicates that he has finished 

his narration and gives a title to the story without being asked. There is a clear 

indication that Adam is an experienced storyteller through the episodic structure of the 

narrative with a potential escalating conflict line indicated through the internal conflict 

of indecision and the resolution of the conflict through divine intervention. 
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Secondly, Adam’s language proves that he is indirectly enacting another activity, that 

of honouring and praising his family especially his wife (and children, indirectly) for 

their patience, understanding and unconditional love through the ordeal of moving 

from one town to another and staying alone for long periods without their father and 

husband. There is a clear feeling that, in the two years of moving, and Adam leaving 

his family for long periods of time to work in another town (although the period of work 

is not defined in the story, the distance between the towns shows that one cannot 

frequently travel to and from the coast), a broken marriage could have resulted if his 

wife was not true to him and patient. This is so because in line 35 (p.172) he says “our 

marriage it’s, uh, it’s taking a lot of strain. What’s going on? What’s going on?” Saying 

that the marriage was taking a lot of strain means there must have been fighting and 

wondering whether is worth it. 

To have been patient, understanding and considerate, Adam uses this story as a way 

of honouring his wife and portraying their marital relationship. This is so because, 

throughout the story, he uses ‘us’ and ‘we’ instead of ‘I’ or ‘she’. At the beginning of 

the narration, Adam says “it’s along the same lines of, uhm, leaving, thinking you will 

find something out there, uh, coming back to realise that it was actually there in the 

beginning”. The use of the pronoun ‘you’ is a kind of rhetoric and may also be 

addressing anyone listening who has experienced the same. The ‘you’ at the 

beginning does not in any way relate to his wife, whom he mentions later, because 

she is not part of the present conversation.  

Assuming the ‘we and us’ are taken out of the story and replaced with ‘I’, this can 

evidently change the meaning in, and of the story. What Adam is not saying, or even 

trying to say, is that he is the one who actually left his family trying to get something 

better out there for himself, or, as the breadwinner, for the entire family.  This may be 

true for the simple fact that he does not mention anything in relation to his wife working. 

Quite often in conversation, people do not mean what they say and they do not say 

what they mean (Jones 2012:21). Therefore, considering that Adam is not saying what 

he means, it can be deduced that he is performing the activity of regret for almost 

tearing his family apart. 
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 Analysis of oral characteristics in the story 

6.4.1. Situated rather than abstract 

Orality ties language to physical action so that when an utterance is not accompanied 

by any action, that specific utterance is placed within the context of the communication 

and the utterance is not abstract, but is situated within the context of the 

communication. Every word and phrase in this narrative that holds no other oral 

characteristic is situated within the context of the story. In line 33 (p.171) where the 

word ‘thinking’ is placed as being situated, one may think of this as abstract, but it is 

performing a mental action. On the other hand, Adam is not thinking about what to say 

in that moment, but the thinking is situated within the context of the story. The thought 

was of what lies ahead for him and his family as they will be starting over in a new 

location. Given that a story is made up of episodes, the situatedness indicates the 

sequential nature of the episodes. Thus, each narrated event is concretised by what 

comes before that event, leading to a building of situations. In Adam’s story, the 

situation seems to demonstrate more and more desperation. 

6.4.2. Redundant or copious 

Repetition in orality is concerned with aiding remembrance and for emphasising points 

that are important in the communication process. In PT, this redundant nature of orality 

plays different roles at different levels. First, within the PT ritual, the redundancy is 

linked to the discourse tool of connection. When Brenda repeats Adam’s name, she 

makes a connection with him while also helping the actors and audience to remember 

the teller’s name. The ritualised repetition of the PT form inviting audience members 

to tell, empowers them to be involved in the process and not only stay in the 

foregrounded state of listening and watching the other’s story. This enables a reflective 

connection to the stories and the process. 

At the level of the speaker or the teller, repetition creates emphasis and places 

importance on certain points. When Adam repeats the question “what are we doing” 

in line 59 (p.175), it makes the rhetorical question an important piece in the narrative, 

which, in this case is trying to understand if the decision to move was the right one or 

not. As seen in the previous chapter, repetition in orality helps the speaker to organise 

their thoughts and render them fluently.  
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This is especially important in PT because the teller does not prepare to tell 

beforehand. Adam’s use and repetition of the expression “uhhm” may seem, as seen 

with the identity tool of the discourse markers, that he is hesitant in revealing 

information or not sure of his story. However, as an unprepared oral rendition, the 

pauses give him time to think and organise his thoughts before verbalising them. This 

repetition keeps the teller constantly connected to the audience and enables the teller 

to avoid analysis, but just adds information that is important to the story. In other words, 

the teller is doing two things simultaneously: he is rehearsing the story in his mind 

while narrating; hence the repeated pauses. 

6.4.3. Additive rather than subordinate 

Closely related and following the redundant nature of oral language is additive. When 

there are pauses and repetition of words and phrases, the teller tends to add 

information rather than analyse and give details on what he has already said. In line 

24 (p.170) when Adam says they left Johannesburg because they were frustrated, he 

does not continue with explaining what they were frustrated about but adds other 

reasons for leaving from lines 25-28 (p.171). 

Direct or indirect additions sometimes give a reason for the previous utterance made. 

From line 67 (p.175), saying they were positive, they prayed and got a strong 

confirmation, gives the reason why Adam and his family decided to move. Sometimes, 

information is added without the repetition of words like ‘and’ or ‘then’. This is evident 

in line 68-70 (p.176) when Adam lists the above-mentioned reasons for deciding to 

move. In the course of adding words and phrases to the narrative, the teller sometimes 

embellishes the narrative with adjectives. 

6.4.4. Aggregative rather than analytic 

The additive and aggregative nature of oral narrative serves the same purpose. These 

help to avoid lengthy explanations and details in the course of a narrative. Adam 

describes the mixed feelings of their journey in a few words as he says it was very 

tough and very stressful but at the same time a magnificent experience. However, in 

some way, this serves as a summary of everything he has been talking about in the 

story. Unlike “my angel,” which serves its purpose of describing the wife without a 

detailed analysis of the type of person she is, the description of the journey at the end 

helps to summarise all the details about the journey given earlier. These words used 
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to describe situations, things and people get their meaning within the context of the 

communication which is more reason why it does not need to be analysed. It also 

allows the listeners to draw on their own imagination to complete the picture of the 

travels, the trials and tribulations the family went through, as this is taken as given 

through shared experiences. 

6.4.5. Homeostatic 

With orality, words are used and reused in many different contexts, but with varying 

meaning. This means that words in the oral tradition do not have static meanings 

because they evolve and change within the context of its use. In his story, Adam uses 

words that on one hand have static meanings but can be understood differently within 

the context of his story. For example, the word ‘roots’ when heard, instantly we think 

of a tree. In some circumstances it can mean the bottom or base of something. In 

social and cultural studies, our roots are often referred to our ancestral home and way 

of life which is arguably what Adam means when he says they went to Limpopo for the 

children to get their roots. 

In another instance, when Adam uses the word ‘thinking’ in line 13 (p.169), he is not 

referring to the mental activity that we all do. The thinking here is applied as an 

expectation which in this case is what they were expecting to find or achieve from 

moving but had to come back to their starting point. The question that remains is: What 

were they expecting to get from these journeys? It should be kept in mind that this is 

a married couple who decides to move specifically to both their ancestral homes.  

From lines 79-83 (p.177) there is the use of the word ‘apart’. When something is apart 

from another, it means it is separate. In the case of marriage, it will imply divorce or 

separation when problems arise. Therefore, Adam and his wife could have been apart 

for this reason and travelling back to their roots to seek solutions for their marital 

problems. To solve such issues or other conflicts, both parties involved are needed 

which explains why Adam constantly travelled back and forth from Johannesburg 

where he is working. Therefore, the meaning of certain words and phrases in a 

narrative can help to elucidate and understand the hidden text of the story. Much of 

this interpretation relies on the shared experiences of the listeners as they work 

homeostatically with the information provided. 
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6.4.6. Close to the human lifeworld 

In the oral tradition, stories that were imagined of events and heroes were brought 

close to the human lifeworld because these were mostly used for moral and 

educational purposes. Doing this makes the story real and believable. Based on this, 

PT invites people to tell stories about themselves that they have experienced in real 

life. We can connect and believe such stories when we hear things that are familiar to 

us and our social context. Adam uses names of places well known, like Johannesburg, 

Limpopo and KZN. This makes his narrative real and credible. As such the listener 

can easily relate and participate in the narrative. (It can be argued, here, given the 

South African history of migrant labour, that this resonated with the listeners, as Adam 

is a Black African Male, as mentioned earlier.  As such, for many, Adam’s experiences 

are close to the listeners’ life- worlds.) 

6.4.7. Empathetic and participatory rather than objectively distanced 

Oral communication is most effective with an active listener to keep the communication 

channel open and flowing. If the listener cannot relate to the story, it will be difficult to 

connect with the speaker and participate in the communication. With Adam’s story, the 

places, family, and the traveling are relatable; thus, enabling an active and 

participative audience. The conductor empathises with the teller and participates in 

the story narrative by repeating what the teller says and asking questions for emphasis 

and clarification. 

In story narration, the communication tends to be one sided as most of the time only 

the teller or narrator speak. Therefore, it warrants the teller to keep contact with the 

listener through interjections. Adam does so several times when he says, ‘you know’. 

This in some way allows the audience to respond (explicitly or implicitly) by saying 

‘yes, I understand what you mean’ (which could manifest simply as a nod of the head, 

for example) at the same time being empathetic and participatory. (This function 

correlates with Jakobson’s notion of the phatic). These interjections maintain contact 

with the addressee, and the responses of the addressee allows for communication to 

continue and flow uninterrupted. Apart from using rhetoric phrases like ‘you know’ 

while narrating, there are several such instances as in lines 30,42 and 72 (p.171, 172 

and 176) where Adam uses the word ‘so’. Through this, the audience is reminded that 
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they are part of the communication or the story. The reflective experience of 

communitas is believed to occur when empathy is stimulated and maintained. 

6.4.8. Conservative or traditionalist 

When a story is told within the human context, it not only connects the teller and the 

listener, but it is kept and easily transmitted from one generation to another. Adam 

honoured the tradition of telling stories orally and his experience will be preserved and 

shared widely by those who listened. In doing this, the audience will be continuing the 

tradition of storytelling. Line 100 (p.179) sums up a knowledge that has been 

conserved through his story that a family’s joy and happiness is complete when they 

are together no matter the circumstances. 

It might also be implied that Adam draws on the traditions of his background as he 

pursues his and his wife’s roots. This suggests that Adam felt alienated in his work but 

thought that pursuing his traditional roots would solve this. It is also, perhaps, 

important to suggest that Adam implies, traditionally, that happiness occurs in loving 

and supporting relationships. 

6.4.9. Agonistically toned 

In the oral tradition, this refers to verbalised conflict. It can both be physical and or 

internal conflict. As stories of heroes and heroines were used in the oral tradition for 

entertainment and education, conflict could arise between two narrators about the 

authenticity and originality of a story. Inner conflict with the self, like in decision-taking 

and also conflict between people, has to be verbalised with the oral tradition before it 

can be recognised. Through his story, Adam indirectly verbalises his inner struggles 

of indecision as an individual. 

However, it can also be implied, given the fact that Adam is a Black African male in 

the South African context, that the implied conflict between working and finding work 

is present here, too.  Furthermore, the implied conflict around working in a place where 

one’s ‘roots’ are not celebrated, is a common situation in South Africa, and so the 

listeners, at least, might also make this agonistic interpretation. 
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 The enactment 

The enactment of the story is done by three actors and a musician who are all female. 

I talk of enactment because, although the teller is narrating, the teller is in fact enacting 

the story orally and in narrative form. As part of the playback tradition, the teller, before 

narrating his or her story, chooses an actor to play him or her. In this case, Adam 

chose Sharon. For the other personas in the story, Thembi plays Adam’s wife while 

Talia represents the children. In a situation where the story told does not have many 

characters, actors in a playback performance can choose to be anything or any place 

in the enactment of the story, as it is with improvisation. Lucy is the musician. 

Earlier in the introduction, it was mentioned that the teller’s speech act is mostly verbal 

while the actors engage both verbally and non-verbally. This is so because with theatre 

discourse, there is more than one clearly present act of speech (Searle 1969) 

associated with the actors’ utterances or discourse. Such visible ‘speech act 

accompaniment’ can be in support of the verbal utterance (a head nodding, while the 

mouth says “yes” for example), or it can stand for an utterance, such as a gesture that 

invites (normally a speech utterance) someone to enter a room, for example. The 

analysis of the enactment will, therefore, be incomplete without the acts (physical 

actions) that present the entirety of the actor’s speech acts. Beyond the speech act 

theory of a speaker’s utterance involving more than one speech act, the theatrical 

speech act involves not only the verbal and non-verbal, but every object is loaded with 

the possibility of becoming an act within the theatrical speech act. As such, a cloth 

used in the enactment represents more than just the object in itself.  

It should also be noted that, although orality has, in the previous analysis, been 

connected to the verbal, it is analytically useful to use the same orality characteristics 

to engage with the non-verbal presentation, as most of these characteristics can be 

found in the performance. Therefore, the analysis that follows will attempt to categorise 

many of the non-verbal events in terms of the orality dynamics or characteristics. 

As with the telling, the convention is used to present the non-verbal speech acts in 

italics.  The following, therefore, attempts to capture in words the Playback part of the 

event. 

(The actors get up from the crates and form a circle, looking in while holding hands. 

Upstage right, Lucy plays the maracas as they prepare. Sharon walks to centre stage 
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with a black cloth, lays it down on the floor and kneels on it, placing her hands against 

one another in a praying position. She looks behind her then gets up and pick up the 

black cloth. Lucy plays the karimba.) 

Sharon: Let’s go. (Thembi joins her centre stage, and they walk on the same spot with 

their arms folded around one another.) You ready. Come now, let’s go. (Talia joins 

them on her knees and Thembi holds her arm. They walk on the same spot together.) 

Thembi: Leaving Jo’burg behind. (She looks back.)  

Sharon: Look forward my angel. 

Talia: Where? 

 Sharon: Forward. (They stop walking. Sharon lays down her black cloth again.) 

Talia: I’m thirsty. 

Sharon: Get used to it. (The audience laughs). Welcome to Limpopo. (She kneels next 

to the cloth as she lays it out looking up with amazement.) Come now. (The musician 

plays the guiro softly in the background.) 

Thembi: Yo! This place is hot. (She wipes her forehead and both her and Talia sit 

down on the cloth while Sharon pats them on the back. Thembi lies down keeping 

herself up on one elbow and exhales loudly.) 

Talia: Where are you going, Dad? 

Sharon: I have to go.  

Thembi: I’ll see you soon. (She extends her arm out and she and Sharon briefly hold 

hands.) 

Sharon: I’ll see you soon. (She walks big circles around Talia and Thembi.)  

(Thembi and Talia lie down and breathe deeply. Thembi fans herself with her hand.)  

Sharon: My angel! (Thembi sits up and Sharon jogs in circles around centre stage 

where Thembi and Talia are seated. She finally stops on a crate.) 

Thembi: Adam! 

Sharon: (She steps down from the crate and kneels behind Thembi placing her hands 

on her shoulders.) Are we happy here? 

Thembi: I don’t know. (Sharon leans forward). Maybe KZN? 

Sharon: You’ll be happier there? 

Thembi: Let’s go.  
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(They all stand up. Sharon picks up the black cloth; Talia is on her knees.)  

Sharon: That way. Let’s go. (She points to downstage right. They fold their arms 

together and walk on one spot. The musician plays the drum. They stop and Sharon 

lays down the black cloth in front of them). Oh wait! (She gets up and runs to the side 

to get a green cloth. She lays that down on top of the black one.) 

Thembi: It’s beautiful! 

(Thembi and Talia step forward to get onto the cloth, but Sharon stops them behind 
her with her arms extended out and hands flat.) 
 
Sharon: Wait, wait! Wait. Wait. (The musician stops drumming.) Are we sure?  

Thembi: Yes.  

Sharon: Are you sure, yes? (She looks at Thembi and Talia holds Sharon’s pants.)  

Thembi: (She points her foot forward reluctantly wanting to step onto the cloth.) 

Yyyess. 

Sharon: Wait. (She holds her arms out, stopping them again.) Think about it. Let’s just 

think about it everybody. Are we sure? Is it the right thing to do? I mean we just came 

and it cost us a fortune too. (She releases all the tension in her body and throws her 

arms down.) Yeah, okay it’s fine. (Talia crawls underneath Sharon’s legs onto the 

cloth.) 

Tembi: (Places a hand on Sharon’s arm.) But Jo’burg. Think about Jo’burg. We’ll get 

through. 

Sharon: Okay. (The musician blows a horn loudly.)  

Sharon: I’ve gotta go, my angel. (She jogs in circles again.)  

(Talia climbs underneath the green cloth and Thembi steps onto it vibrating her hand 
on her chest. Talia folds the green cloth around Thembi. Thembi places her arm 
around Talia and they hold each other. Thembi anxiously breathes and mumbles 
something. Sharon climbs on top of the crate. She jumps off the crate and starts 
jogging again. Talia starts whining as if she’s crying. Sharon jumps on the crate again. 
Thembi looks around her anxiously calling for Adam. Sharon runs around again. 
Sharon runs to them and holds Thembi from the back.) 
 
Sharon: I’m here. I’m here. Not good? 

Thembi: We’re not good.  

Sharon: (Sharon takes Thembi’s hand and pulls her away slightly to the left side. They 

hold hands.)  Are we good? (The musician plays the rain stick and the maracas. 

Sharon wraps her body underneath Thembi’s arm and they awkwardly weave their 

bodies together trying to fit it together. Talia plays with the green cloth). Uh, no. No, 
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not good. (Thembi and Sharon mumble something to one another holding hands and 

looking at Talia.) 

Thembi: We need to be together. 

Sharon: We need to be together. (Talia crawls to Sharon and Thembi. Sharon kneels 

down and collect the green and black cloths. The musician blows the horn loudly.)  

Thembi: Where? 

Sharon: Back to the beginning. (Sharon stands up, holds Thembi’s hand. Thembi 

holds Talia’s hand.) Let’s go. (Sharon leans forward as if she’s ready to start walking. 

They all freeze in this position to signify the end of the story. They return to their neutral 

positions, look at Adam and smile. Adam laughs loudly and the audience applaud.) 

Brenda: Which part stood out for you? 

Adam: I loved the moments about the beginning and the moments about the end, uhm 

the kneeling down and praying, just, you know. Uhm, searching, looking forward, 

direction. And then near the end anxiety(laughs). But just hoping, uhm, yeah… (He 

mumbles something.) Cool! 
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Table 5: Analysis of story enactment. 

UTTERANCE/ACTION BUILDING 

TASK 

ANALYSIS  ORAL CHARACTERISTICS ANALYSIS 

1. The actors get 

up from the 

crates  

Practice Getting up  Situated rather than abstract They get ready to start the 

enactment 

2. and form a circle 

looking in while 

holding hands 

Connection Actors connecting with 

themselves 

 Conservative or traditionalist This is a tradition of the 

DFLPT done before any 

enactment of a long story 

3. upstage right, 

Lucy plays the 

maracas as they 

prepare 

Sign system 

and 

knowledge 

Music. The up and down 

raining sound of the 

grains gives the feeling 

of a count down into and 

action. 

 Conservative or traditionalist The instruments played 

form part of the PT 

tradition that accompanies 

and enhances actions 

4. Sharon walks to 

centre stage  

Practice Walking 

 

 Situated rather than abstract To introduce the first 

action in the enactment 

5. With a black 

cloth 

Sign system 

and 

knowledge 

A black cloth represents 

anything 

 

 Homeostatic The cloth could stand for 

anything with her actions 

6. lays it down on 

the floor  

Practice 

 

An activity is carried out  Situated rather than abstract The action of laying down 

the cloth 

7. And kneels on it Practice The action of kneeling  Situated rather than abstract An action that is relatable 

8. Placing her hand 

in against one 

another in a 

praying position 

Sign system 

and 

knowledge 

The symbol of praying 

as a way of life and 

common knowledge to 

many 

 Close to human lifeworld This is an activity that is 

part of everyday life for 

most people 

9. She looks 

behind her  

Practice Looking 

 

 Situated rather than abstract Up to this moment she 

was alone on stage, thus 
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the look might be a clue 

for the others to join in 

10. Let’s go Practice  Calling the family to 

leave 

 Situated rather than abstract Calling the other actors 

11. Gets up Practice An action is done 

 

 Situated rather than abstract Gets up from her kneeling 

position 

12. And picks up the 

black cloth 

Practice  Holding luggage for 

travel 

 Situated rather than abstract An action 

13. Lucy plays the 

karimba 

Sign system 

and 

knowledge  

Music. The sound is soft 

in the background as an 

accompaniment on the 

journey 

 Conservative or traditionalist Instruments and music 

are part of the PT tradition 

14. Thembi joins her 

centre stage and  

Identity Arms folded around one 

another: the wife 

 Empathetic and participatory 

rather than objectively 

distanced 

The other actor picks the 

cue joins in the action 

15. They walk on 

the same spot 

Practice The action shows they 

are travelling 

 Homeostatic  This could just be walking 

but with the story it stands 

for travelling 

16. With their arms 

folded around 

one another 

Relationship A close bond  Homeostatic  This action can represent 

love between a husband 

and wife 

17. You ready?  Politics She has already said 

let’s go but still asking 

the wife is she is ready 

 Agonistically toned  There is a conflict of 

resolution here as he asks 

the wife to come along 

before asking if she was 

ready 

18. Come now Practice Calling Talia to join them  Situated rather than abstract Part of human interaction  

19. Let’s go Practice  Leaving   Redundant or copious Its repeated though to a 

different person 
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20. This is it Significance The decision to leave 

Johannesburg 

 Homeostatic  Raises a question of what 

she is talking about 

exactly 

21. Let’s go Practice Leaving  Redundant or copious Repetition  

22. Talia joins them 

on her knees 

and  

Identity On her knees ... the wife 

holds her arm: the child 

 Empathetic and participatory 

rather than objectively 

distanced 

As the child, the other 

actor joins in on the action 

23. Thembi holds 

her arm 

Relationship Family love and bond  Situated rather than abstract Sa mum holding the hand 

of a child is a normal 

action 

24. they walk on the 

same spot 

together 

Practice The activity of leaving, 

travelling 

 Homeostatic  Still, this can be just a 

walking or showing 

travelling 

25. Leaving Jo’burg 

behind 

Significance Emphasis on the leaving  Close to the human lifeworld The place mentioned is 

known 

26. She looks back Significance It shows a sense of 

nostalgia 

 Agonistically toned  This sis a sense of regret 

for leaving 

27. Look forward my 

angel 

Relationship My angel, a nickname 

means love 

 Aggregative rather than 

analytic 

He uses the term to 

describe his wife 

28. Where?  Identity Uncertain 

 

 Situated rather than abstract A question whose answer 

can be the name of a 

place 

29. Forward Significance Keeping the focus ahead  Redundant or copious Repetition  

30. They stop 

walking 

Significance Indicates arrival  Homeostatic  This indicates arrival 

31. Sharon lays 

down her black 

cloth again 

Sign system 

and 

knowledge 

Laying it down in a new 

location 

 Homeostatic  This can be the luggage 

or a different setting 
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32. I’m thirsty Identity Being a child  Homeostatic  The thirst could be for 

water or in this case 

showing that the new 

setting is very hot 

33. Get used to it Identity Not compassionate 

 

 Situated rather than abstract It is a normal thing for 

people to adapt to new 

environments 

34. The audience 

laughs 

Connection To the action 

 

 Empathetic and participatory 

rather than objectively 

distanced 

the laughter shows the 

audience are engaged 

and part of the narrative 

35. Welcome to 

Limpopo 

Significance Giving their location 

 

 Close to the human lifeworld Mention of places that are 

known to the audience 

36. She kneels next 

to the cloth as  

Practice The action of kneeling  Situated rather than abstract A physical action 

37. She lays it out Practice  Laying out the cloth 

 

 Situated rather than abstract Physical action 

38. Looking up with 

amazement 

Significance The look shows how 

happy she is of where 

they are and of moving 

 Homeostatic  She is happy to finally 

arrive her destination or 

admiring the scenery 

39. Come now Practice Calling the others to 

settle down 

 Redundant or copious She has used this phrase 

earlier 

40. The musician 

plays the guiro 

softly in the 

background. 

Sign system 

and 

knowledge 

Music. The string sound 

sounds like a heartbeat 

than enhances the 

anxiety from the heat. 

 Conservative or traditionalist Music is part of PT 

tradition and oral narrative 

41. Yo! This place is 

hot. 

Significance The weather conditions 

 

 Aggregative rather than 

analytic 

The word hot says how 

the place is without 

analysing 
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42. She wipes her 

forehead  

Practice Sweating from the heat  Homeostatic  She could literally be 

sweating but here she 

wants to show the heat of 

the place 

43. And both she 

and Talia sit 

down on the 

cloth while 

Practice  The action of sitting  Situated rather than abstract Settling in the new place 

44. Thembi lies 

down while 

supporting 

herself on one 

elbow and 

Practice Lying down  Situated rather than abstract Settling in the new place 

45. Exhales loudly Significance The action may mean 

tiredness showing the 

stressfulness of the 

journey 

 Homeostatic  A sign of relief, worry or 

exhaustion 

46. Sharon pats 

them on the 

back 

Relationship A sign of love and 

affection 

 Situated rather than abstract An action that shows 

comfort 

47. Where are you 

going, dad? 

 Relationship  Child/father 

 

 Empathetic and participatory 

rather than objectively 

distanced 

The child shows concern 

for the father 

48. I have to go Practice Going 

 

 Situated rather than abstract A response to the child’s 

question 

49. I will see you 

soon 

Connection With Adam 

 

 Situated rather than abstract An understandable thing 

to say when leaving 

people 
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50. She extends her 

arm out  

Relationship Holding hands shows a 

bond 

 Homeostatic  The hand can perform 

several actions in this 

instance 

51. And she and 

Sharon briefly 

hold hands 

Relationship Love and affection  Homeostatic  The same was done 

earlier when travelling but 

this is saying goodbye 

52. I’ll see you soon.  Connection Adam with the wife 

 

 Redundant or copious Repetition  

53. She walks big 

circles around 

Talia and 

Thembi 

Practice Walking, moving  Homeostatic  The walk as earlier stands 

for travelling 

54. Thembi and 

Talia lie down 

and  

Practice Lying down  Situated rather than abstract Just a normal action 

55. breathe deeply Practice An action  Homeostatic  A sign of relief or worry 

56. Thembi fans 

herself with her 

hand 

Significance Showing how hot the 

place is 

 Homeostatic  Uneasiness reflecting the 

heat of the area 

57. My angel Practice Calling  

 

 Aggregative rather than 

analytic 

An adjective used to refer 

to his wife 

58. Thembi sits up  Practice  Sitting up as a response  Situated rather than abstract The sitting up is in 

response to the call 

59. And Sharon jogs 

in circles around 

centre stage 

where  

Significance It is not the action that is 

important but the journey 

it signifies 

 Homeostatic  From walking to jogging, 

the travelling proves to be 

more frequent 

60. Thembi and 

Talia are seated 

Practice Sitting  

 

 Situated rather than abstract An action 

 
 
 



 

206 
 

61. She finally stops 

on a crate 

Practice Stopping means arrival 

at destination 

 Homeostatic  Showing arrival 

62. Adam! Identity Calls the husband by 

name 

 Close to the human lifeworld Naming the character in 

the narrative 

63. She steps down 

from the crate  

Practice 

 

An action  Empathetic and participatory 

rather than objectively 

distanced 

Response to the call 

64. And kneels 

behind Thembi 

Practice Kneeling 

 

 Situated rather than abstract An action 

65. Placing her 

hands on her 

shoulder 

Practice An action  Situated rather than abstract A normal thing to do after 

arriving from the journey 

66. Are we happy 

here?  

Identity Self-questioning, self-

doubt  

 Agonistically toned This question shows there 

is a conflict within 

67. I don’t know Identity Uncertainty  Agonistically toned Conflict of indecision 

68. Sharon leans 

forward 

Practice An action 

 

 Situated rather than abstract To be closer to the wife 

69. Maybe KZN? 

 

Politics The wife chooses where 

to go 

 Close to the human lifeworld A new location mentioned 

70. you’ll be happier 

there? 

Identity Self-doubt, indecisive 

and uncertainty hence 

‘you’ 

 Agonistically toned Conflict of interest 

71. Let’s go.  Practice Moving 

 

 Redundant or copious Used earlier in the 

narrative 

72. They all stand 

up 

Practice Standing up 

 

 Situated rather than abstract Preparing to leave 

73. Sharon picks up 

the black cloth 

Significance This action shows they 

are packed and moving 

 Homeostatic  This is like picking up 

luggage 

 
 
 



 

207 
 

74. Talia is on her 

knees 

Identity She stays in this position 

as the child 

 Redundant or copious The same action was 

done earlier 

75. That way. Let’s 

go.  

Practice Moving 

 

 Redundant or copious  

Repetition 

76. She points to 

downstage right 

Practice Showing the way 

 

 Homeostatic Facing a different 

direction to show they are 

moving to a different place 

77. They fold their 

arms together   

Relationship Togetherness and family 

bond 

 Redundant or copious A repeated action 

78. And walk on one 

spot 

Significance Shows them on the 

journey 

 Redundant or copious A repeated action 

79. The musician 

plays the drum 

Sign system 

and 

knowledge 

Music. The sound is loud 

but not fast and gives a 

merrier feeling. 

 Conservative or traditionalist Part of the PT tradition 

80. They stop and  Significance Stopping indicate arrival  Redundant or copious A repeated action 

81. Sharon lays 

down the black 

cloth in front of 

them 

Practice Laying the cloth  Redundant or copious A repeated action 

82. She gets up and  

 

Practice An action  Situated rather than abstract An action 

83. Runs to the side 

to get a green 

cloth 

Significance The change of colours 

with the cloths 

 Homeostatic A different colour of cloth 

stands for something else 

84. She lays that 

down on top of 

the black one 

Significance A new location  Homeostatic Covering the black cloth 

shows a change of 

scenery. The bright colour 

shows joy from the 
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insecurities that the black 

would represent 

85. It’s beautiful! 

 

Significance The nature, the beauty 

of the new location 

 Aggregative rather than 

analytical 

It tells of the how the new 

place is without details 

86. Thembi and 

Talia step 

forward to get 

onto the cloth, 

but  

Practice Stepping forward, 

stopping 

 Situated rather than abstract To settle in 

87. Sharon stops 

them behind her 

with her arms 

extended out 

and hands flat 

Identity Uncertainty, doubt  Agonistically toned Still conflicted about the 

decision 

88. Wait, wait! Wait. 

Wait  

Identity  Hesitant, uncertain  Agonistically toned Contemplating  

89. The musician 

stops drumming 

Significant The action at this 

moment probably felt 

very important 

 Situated rather than abstract This accompanies the 

action on stage 

90. Are we sure Identity Self-doubt, uncertainty  Agonistically toned A reflection of inner 

conflict, uncertainty 

91. Yes Identity Certain, sure 

 

 Situated rather than abstract Responding to the 

question 

92. Are you sure, 

yes?  

Identity Uncertain, hesitant  Empathetic and participatory 

rather than objectively 

distanced 

Showing that he is 

listening and values her 

input in the final decision 

93. She looks at 

Thembi 

Politics Probably searching for 

approval 

 Agonistically toned Still not approving 
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94. And Talia holds 

Sharon’s pants 

Practice An action 

 

 Situated rather than abstract A child holding the 

parent’s pants 

95. She points her 

foot forward 

reluctantly 

wanting to step 

onto the cloth.  

Practice An action is done  Agonistically toned Still confident about the 

decision or the step they 

have taken 

96. Yyyess Identity Assertive and confident  Redundant or copious Repeats her affirmation 

97. Wait. Identity Uncertain, hesitant 

 

 Agonistically toned Still battling to decide 

98. She holds her 

arms out 

stopping them 

again 

Identity Hesitation  Agonistically toned Still conflicted about the 

decision of moving 

99. Think about it 

lets just think 

about it 

everybody.  

Practice Asking them to think or 

reflect 

 Situated rather than abstract Asking everyone to think 

100. Are we 

sure? Is it the 

right thing to do? 

Identity Self-doubt, questioning, 

undecisive 

 Agonistically toned Still uncertain about the 

decision 

101. I mean 

we just came 

and it cost us a 

fortune to. 

Significance Monetary value  Homeostatic Fortune may not be 

measured only in terms of 

money 

102. She 

releases all the 

tension in her 

Politics Yielding, accepting  Situated rather than abstract A normal way of trying to 

relax 
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body and throws 

her arms down.  

103. Yeah, 

okay its fine 

Identity Reluctant acceptance  Situated rather than abstract Accepting the decision 

104. Talia 

crawls 

underneath 

Sharon’s legs 

onto the cloth 

Practice The action of crawling  Situated rather than abstract Finally settling in after all 

the hesitation 

105. places a 

hand on 

Sharon’s arm  

 

Relationship 

Closeness  Situated rather than abstract  Settled in 

106. But 

Jo’burg, think 

about Joburg. 

We’ll get through 

Significance Highlighting the reason 

for the move and change 

 Close to the human lifeworld The mention of a place 

that is known 

107. Okay Identity Yielding 

 

 Situated rather than abstract Responding to the other 

actor 

108. The 

musician blows 

a horn loudly 

Sign system 

and 

knowledge 

The sound is loud and 

strong. It could serve as 

an alert 

 Conservative or traditionalist The PT tradition 

109. I’ve gotta 

go my angel 

Relationship My angel shows love  Redundant or copious Repetition of the epithet 

110. She jogs 

in circles again 

Significance Going, the journey 

 

 Redundant or copious Same action done before 

111. Talia 

climbs 

underneath the 

green cloth  

Practice An action is done  Situated rather than abstract Just an action 
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112. And 

Thembi steps 

onto it 

Practice An action is done 

 

 Situated rather than abstract Just an action 

113. Vibrating 

her hand on her 

chest 

Significance An uneasiness 

 

 Homeostatic  A representation of her 

inner restlessness 

114. The 

musician plays 

the guiro 

Sign system 

and 

knowledge 

The vibrating sound 

accompanies Thembi’s 

uneasiness 

 Conservative or traditionalist The PT tradition 

115. Talia 

folds the green 

cloth around 

Thembi 

Identity Caring  Homeostatic  Not just covering but 

comforting her 

116. Thembi 

places her arm 

around Talia and  

Relationship Bonding  Situated rather than abstract Reacting to her covering 

her 

117. They hold 

each other 

Practice An action of holding 

 

 Situated rather than abstract An action 

118. Thembi 

anxiously 

breathes and 

mumbles 

something 

Identity Anxious  Homeostatic  Anxious, restless and 

missing the husband 

119. Sharon 

climbs on top of 

the crate.  

Practice Moving  Redundant or copious A repeated action 

120. The 

musician blows 

the horn 

Sign system 

and 

knowledge 

It sounds loud like an 

alert 

 Conservative or traditionalist The PT tradition 
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121. She 

jumps off the 

crate  

Practice Jumping 

 

 Redundant or copious A repeated action 

122. And starts 

jogging again 

Significance The journey, moving 

 

 Redundant or copious A repeated action 

123. Talia 

starts whining as 

if she’s crying 

Practice Crying  Empathetic and participatory Joins into her mother’s 

restlessness 

124. Sharon 

jumps on the 

crate again 

Significance The crate 

 

 Redundant or copious Repeated action 

125. Thembi 

looks around her  

Significance Anxiously calling for 

Adam 

 Homeostatic Either trying to find 

something or calling the 

husband 

126. Anxiously 

calling for Adam 

Practice Calling 

 

 Situated rather than abstract Action  

127. Sharon 

runs around 

again.  

Significance Moving, journeying 

 

 Redundant or copious Repeated action of 

travelling 

128. Sharon 

runs to them 

Practice Runs 

 

 Situated rather than abstract Returns home 

129. And holds 

Thembi from the 

back 

Practice Holding 

 

 Situated rather than abstract Embracing her after 

returning 

130. I’m here. 

I’m here. Not 

good? 

Identity Showing concern 

 

 Situated rather than abstract Asking if anything is 

wrong 

 
 
 



 

213 
 

131. We are 

not good 

Significance The state of being 

 

 Homeostatic  Either physically not well 

or uncomfortable at the 

present location or lonely 

132. Sharon 

takes Thembi’s 

hand  

Practice Doing an action 

 

 Situated rather than abstract Physical action 

133. And pulls 

her away slightly 

to the left side. 

Practice Pulling away  Situated rather than abstract Physical action 

134. They hold 

hands 

Relationship Togetherness, bond 

 

 Situated rather than abstract Physical action 

135. Are we 

good? 

Politics Seeking reassurance  Homeostatic The question can be 

interpreted in different 

ways 

136. The 

musician plays 

the rain stick 

and the maracas 

Sign system 

and 

knowledge 

The sound is calming 

and soothing 

 

 Conservative or traditionalist The PT tradition 

137. Sharon 

wraps her body 

underneath 

Thembi’s arm  

Relationship Bond, togetherness  Situated rather than abstract To draw close to her 

138. And they 

awkwardly 

weave their 

bodies together 

trying to fit it 

together 

Significance The struggling shows 

the questioning, the 

uncertainty and the 

movements 

 Homeostatic  It looks like a struggle 
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139. Talia 

plays with the 

green cloth 

Practice Playing 

 

 Situated rather than abstract Just being a child 

140. Uh, no. 

no, not good.  

Identity Hesitant, uncertain 

 

 Redundant or copious Repeated statement 

141. Thembi 

and Sharon 

mumble 

something to 

one another  

Relationship Love, togetherness  Homeostatic  Reaching a decision in 

character or stopping the 

action as actors 

142. Holding 

hands 

Practice An action 

 

 Redundant or copious This action has been 

repeated severally 

143. And 

looking at Talia 

Practice Looking 

 

 Participative rather than 

objectively distanced 

By looking at her, they 

include her in their action 

144. We need 

to be together 

Significance What is important 

 

 Homeostatic  Together as a family or in 

the same place 

145. We need 

to be together 

Significance Re-affirms what is 

important 

 Redundant or copious Repetition  

146. Talia 

crawls to Sharon 

and Thembi. 

Practice Crawls, kneels, collects  Situated rather than abstract To join them 

147. Sharon 

kneels down 

Practice Kneeling 

 

 Redundant or copious She does this each time 

she wants to pick up the 

cloths 

148. And 

collects the 

green and the 

black cloths 

Practice Taking something  Homeostatic  Representing their 

luggage 

 
 
 



 

215 
 

149. The 

musician blows 

the horn loudly. 

Sign system 

and 

knowledge 

The sound is loud, 

awakening like giving an 

alert 

 Conservative or traditionalist The PT tradition 

150. Where? Practice Asking a question 

 

 Situated rather than abstract Engaging the others 

through questions 

151. Back to 

the beginning 

Significance The beginning 

 

 Homeostatic  Beginning of the narrative, 

the journey 

152. Sharon 

stands up,  

Practice A series of actions 

 

 Situated rather than abstract From her kneeling 

position 

153. Holds 

Thembi’s hand 

 Relationship Togetherness  

 

 Redundant or copious A repeated action 

throughout the narrative 

154. Thembi 

holds Talia’s 

hand 

Relationship Bond 

 

 Redundant or copious A repeated action 

155. Let’s go Practice Calls for an action to be 

carried out 

 Redundant or copious Repetition  

156. Sharon 

leans forward as 

if she’s ready to 

start walking 

Practice An action  Homeostatic  This action represents 

movement, travelling 

157. They all 

freeze in this 

position to 

signify the end 

of the story 

Significance The end of the playback 

journey 

 Conservative or traditionalist A tradition of PT 

158. They 

return to their 

neutral 

positions, 

Identity From character to actor  Empathetic and participatory 

rather than objectively 

distanced 

That transition of 

character to actor 
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159. look at 

Adam and smile.  

Connection Acknowledging and 

thanking the teller 

 

 Empathetic and participatory 

rather than objectively 

distanced 

As a thank you for letting 

them be part of his story 

160. Adam 

laughs loudly  

Practice The laugh and applause  Homeostatic  Is he laughing at 

something specific or is 

happy with the whole 

enactment 

161. And the 

audience 

applaud 

Practice An action 

 

 Empathetic and participatory 

rather than objectively 

distanced 

This shows they have 

been attentive and part of 

the enactment 

162. Which 

part stood out 

for you? 

Practice A question 

 

 Situated rather than abstract Engaging the teller for 

feedback 

163. I loved 

the moments 

about the 

beginning and 

the moments 

about the end 

Significance What stood out  Close to the human lifeworld Beginnings and endings 

are part of daily 

interaction 

164. Uhm, 

uhm, uhm, yeah 

Identity Uncertain 

 

 Redundant or copious The teller repeatedly used 

this expression 

165. You know Connection With the listener 

 

 Empathetic and participatory 

rather than objectively 

distanced 

Assuming the conductor 

and audience know his 

story 

166. … the 

kneeling down 

and praying, 

just, ……, 

searching, 

Significance The important parts in 

the story. 

 Homeostatic  Each of these actions will 

bring out different 

meaning in different 

settings 
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looking forward, 

direction. 

167. And near 

the end, anxiety, 

laughs. 

Identity  Reflects on his anxious 

and uncertainty 

 Additive rather than 

subordinate 

More of what stood out in 

the enactment 

168. But just 

hoping 

Identity  At the same time hopes 

for the best 

 Close to the human lifeworld Hope is a human feeling 

169. He 

mumbles 

something, cool 

Practice   Situated rather than abstract Reacting  
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Table 6: Sum of discourse markers in the enactment. 

DISCOURSE MARKERS PLAYBACK 

Identity 29 

Practice 67 

Significance 32 

Connection 06 

Relationship  16 

Politics  05 

Sign system and knowledge 14 

 

Table 7: Sum of orality characteristics in the enactment. 

ORALITY CHARACTERISTICS PLAYBACK 

Additive rather than subordinate 01 

Aggregative rather than analytic 04 

Redundant or copious 28 

Conservative or traditionalist 11 

Close to the human lifeworld 08 

Homeostatic  37 

Situated rather than abstract 54 

Agonistically toned 15 

Empathetic and participatory  11 

 

As with the story, this section will briefly look at what these numbers above say about 

the enactment. It should be noted that this is treated as an entity and not in comparison 

to the oral narration. As a team, the playback actors retell the story using verbal and 

non-verbal language. What discourse tools and orality formulae have been highlighted 

and enhanced through verbal and non-verbal language (in other words, all forms of 

action) in the enactment? 

As part of the theatrical language, the non-verbal language is able to highlight 

important situations, objects, and places in a performance without verbalising it. From 

every utterance and bodily movement is found an action which in improvisation can 

represent anything in the story. As such, practice or activities is the highest 
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characteristic enacted in the playback. Through the enactment of these activities, 

some are made more important than others. Significance can be shown verbally and 

non-verbally. As will become clear, though, these activities might be driven by 

elements of the story, but they might also be driven by the demands of the theatrical 

event. Speculatively, this may be seen as the tension between the Playback as 

discourse demands, and the theatre as Discourse demands. 

In a PT performance, the playback actor enacts multiple identities as the actor moves 

between their identities and those of the characters in the story. Firstly, roles are 

changed from actor and addressee to performer and addresser when there is a move 

from the storytelling mini-ritual to the enactment mini-ritual. During the enactment, the 

performer then takes on multiple roles informed by the Discourse of the story, the 

Discourse of performance, the Discourse of playback and the Discourse of the 

performer.  Here the actor is expected to enact the different identities of the teller and 

characters in the story. These identities and other information in the story are made 

important through verbal and non-verbal language. Looking at the high number of the 

situated rather than abstract oral dimensions, explain why every verbal and non-verbal 

language in a PT performance adds meaning to the understanding of the (or a) story 

in real time, as the Playback occurs. 

Meaning in oral communication is obtained within the context of the communication 

and changes as circumstances and context changes. This is true especially with an 

improvised performance like PT; hence the elevated homeostatic characteristic in this 

performance. The number of appearances of the discourse tools and orality 

characteristics says something about the enactment of the story, playback theatre as 

an improvisational form and also about the actors. These will be examined in detail in 

the next section. 

 Analysis of the discourse markers in the enactment 

6.6.1. Practice 

This is also referred to as an activity. In theatre, it is more about the action that is 

taking place as seen in this story. Every movement and action the actors do is 

considered a practice. On the other hand, a verbal utterance can also be an activity 

even if it is not enhanced by a movement or an action. For example, in line 57 (p. 205), 
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Sharon calls Thembi “my angel”. The act of calling out to someone emanates from the 

verb – to call. 

The physical activity in this story is dominated by movement either walking on the spot 

or running around the performance space. In itself, they are just actions being carried 

out by the actors, but beyond that, they represent something more like travelling from 

one location to another in a car or plane which can only be physically represented on 

stage with difficulty. The actions are exaggerated and expressive, which is a norm with 

improvisation as each movement has the potential to say something and some have 

more importance than others in the story. 

6.6.2. Significance 

As an improvisational form, every action and movement are important in PT. Some 

are used to enhance the story and make the narrative more theatrical. For example, 

the running around and walking on the spot is important in this story with regards to 

the travelling and moving from one geographical location to another. Another important 

aspect in the theatricality of the story is when the musician blows the horn. The loud 

sound feels like a reminder for the actors to move into the next action because once 

this is heard, Sharon starts moving. 

These actions are enhanced by the use of props. However, in improvisation and PT in 

particular, there is less to no use of props except for the crates which the actors sit on 

and the pieces of colourful cloths. These cloths can be used in any way throughout 

the enactment. In this story, Sharon uses the cloths to represent the different locations 

which they travelled to. The black colour used for Johannesburg and Limpopo shows 

where they felt uncomfortable and needed to move. On the other hand, with its 

beautiful scenery and climate, the green cloth is used for the KZN. When picked up 

and held, the cloth becomes luggage for the travel. 

A journey of self-discovery, family bonding and seeking comfort is well summarised 

towards the end of the enactment by Sharon and Thembi in the body entanglement. 

As every utterance and movement in the performance is considered an action, some 

actions become more important in the understanding of the story while also revealing 

the identities of the persons in the story. 
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6.6.3. Identity 

The story has not been pre-written nor have the actors rehearsed the roles to be 

performed. As they sit on the crates to listen to the story, they maintain their social 

identities as Sharon, Thembi and Talia and a teller pick one to play them by calling 

their names. When they first step onto the performance space, apart from the teller’s 

actor, we do not know which identities in the story they play until it is revealed by an 

action or an utterance. Before then, their identities shift from the social to the theatrical 

as actors. When Thembi joins Sharon on stage, her identity or character is not 

immediately revealed until Talia joins them on her knees, and we can see that the 

different levels (Talia kneeling and Thembi standing holding her hand) shows she is 

the child, while Thembi is the wife and mother. Throughout a performance, the PT 

actors are constantly moving back and forth between identities. They have to maintain 

their social identities as themselves while at the same time being actors on a theatrical 

stage and performing the identities of the teller.  

Sharon in her role enacts different identities like being indecisive and uncertain as he 

keeps asking his family if they are sure about the decision to move. ‘He’ becomes a 

caring husband who runs back to comfort the wife when she becomes uncomfortable 

and hysterical. As a husband, Adam also shows submissiveness by adhering to the 

decision of the wife to move. He, however, did not show much care with the child 

because most of his actions are with Thembi and when the child says, “I’m thirsty”, his 

response of “Get used to it” shows no care or concern.  

On the one hand, this shows the identity while in terms of improvisation, there is a 

miscommunication. Talia’s request of water is significant to the heat in Limpopo and 

was a cue for Sharon to pick up on which she did not; hence the miscommunication72. 

As Sharon seems to hold less power in the story, the opposite is true of Thembi who 

is certain and sure in her decisions. She is also demanding and an attention seeker 

as she calls for her husband and looks uncomfortable during his travels. 

 

 
72 Indeed, the line “Get used to it” can be seen a throwaway clever line from popular jargon and may 
raise a laugh, but is not intrinsic to the story and Adam’s family’s journey.  This is a good example of a 
theatrical moment that is not in line with the teller moment. 
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6.6.4. Relationship 

As different identities come into contact with one another, relationships are revealed. 

Some are construed while others are broken. In this narrative, there exists a family 

bond of father, mother, and child. This relationship however is on different levels. It is 

very clear from looking at identities that the husband is very close to the wife, far closer 

than to the children. The holding of hands, the naming ‘my angel’ and the concern for 

her wellbeing shows that he loves her. The one-sided show of concern raises 

questions of the nature and status quo of their relationship. In terms of identity, the 

man could be more passionate than the woman, or he is trying to revive a broken 

relationship between him and the wife. As a child, Talia could have stood between 

Sharon and Thembi, her parents, but by choosing to stay connected to Thembi 

throughout the narrative, shows a strong bond between mother and child and a weak, 

or non-existent, bond between father and child. 

Language can either break or build reality. In the case of PT, the utterances and the 

actions of the actors are not always exactly what the teller said but taken from a 

universal Discourse. In this enactment, the actors indirectly affirmed a seemingly 

universal belief in family relationships as it is generally assumed that children have a 

stronger bond and relationship with their mothers and their fathers73. 

6.6.5. Connection 

For the purpose of this study, I dwell mostly on connections made in advancing and 

sustaining communication rather than ideas, statements and phrases linked, or 

connected for meaning and understanding. Improvisation in any form works best with 

what is referred to as ‘call and respond’ (McCord 2009; Sale 1992). This means that 

when an actor says something, the other actor must respond in the same context to 

keep the flow going and avoiding miscommunication. The response that reveals 

Sharon’s identity and relationship towards the child also enacts a break in theatrical 

connection. Though there is a break in continuity, that same discourse creates a 

 
73 It should be noted that the teller appears to take this as a given ‘truth’ and may even be the ‘point’ of 

the story.  An analysis of the enactment seems to take the same position.  However, although this is 
not part of this research project, different communities have different views on such matters. One can 
only speculate, therefore, whether the enactment was deliberately constructed to meet the teller’s story, 
whether the enactment company actually accepted this position, or whether they might hold divergent 
views. 
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connection with the audience who laugh at the comment Sharon makes (with 

reference to the “Get used to it” line). 

Connections form part of the playback ritual like the actors holding hands in a circle 

before coming on stage for the performance. At the end of the story, before the actor’s 

transition from characters back to their own identities, a connection is made with the 

teller to acknowledge and thank him or her for sharing. These form part of the ritual or 

the sign system of PT. 

6.6.6. Sign system and knowledge 

At this level of the story, the sign system and knowledge tool are enacted using items 

like the cloth to represent places. This is understood to represent a location because 

they say so with words. Music makes part of the story and the theatrical essence 

because music is part of life and a language of its own. It enhances the story with 

different moods and the musician is also part of the performance hence she plays a 

different instrument when there is a change of scene and stops when there is 

something important being said. Music is an integral part of oral storytelling and the 

PT tradition. 

6.6.7. Politics 

The actions of the actors in the enactment bring out some politics or power relations 

that exist within Adam’s family but not mentioned in the story. Common knowledge 

about power in a family puts the father at the helm. Although the analysis of the 

identities and the relationship enacted in this story, shows that Adam’s wife seems to 

have the final word thus giving her greater power, the actions of Sharon in lines 87 

and 98 (p.209) holding back the family from settling in the new destination, suggests 

otherwise. Sharon’s action here shows that Adam as the head of the family does not 

want to relinquish total power to his wife.  

In line 22 (p.202) when Sharon and Thembi were portraying travels by walking on the 

spot, Talia coming and kneeling portrays a universal power relation in families74. 

Talia’s physical behaviour seems to reveal her identity as a child, but the kneeling 

 
74 However, please see the previous footnote on these matters. 
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might be seen as children not having the same rights as adults75. Another power 

relation shown through this action of kneeling is when Sharon kneels in a praying 

posture. This appears to become an indication of a superior power above humans 

(assuming that it is [a] God).  

 Analysis of orality characteristics in the enactment 

6.7.1. Situated rather than abstract 

This performed story is about a family– mother, father and children – on a constant 

move, journeying from one location to another in search of comfort, peace and joy. As 

such, all actions and utterances in the enactment must be situated within the context 

of the story because every verbal action and physical expression within an oral 

communication plays a vital role in the understanding of the whole conversation or 

story. 

Lines 37 and 38 (p.203) shows where Sharon kneels while laying out the black cloth. 

Looking at the action plainly, it has no bearing within the main idea of the story on 

travelling. As orality situates all utterance and action in context, this activity goes 

beyond just laying out a black cloth and gains new meaning in context. This therefore 

means that Sharon has arrived in a new location and is settling down. The crucial thing 

about the situated characteristic of the oral language is, it reveals, builds, or breaks 

down a discourse for language in use. In line 77 (p.207), Sharon and Thembi fold arms 

together and by so doing construe and reveal the relationship between the husband 

and wife. Also, in line 88 (p.208), Sharon’s utterance reveals the husband’s identity as 

does Thembi’s in line 91(p.208) and Talia’s in line 22 (p.202). 

6.7.2. Homeostatic 

In orality, word meanings are constructed within the context of how the word is used. 

Given that the language of theatre (especially improvisational theatre like PT) is both 

verbal and non-verbal, meaning takes on both for the understanding of the story. When 

looking at the main idea of the story in comparison to some of the actions done by the 

actors, there seem to be an apparent disconnection in communication. These actions 

 
75 There is an awkward, alternative, interpretation, and that is that it is assumed that the teller comes 
from a particular culture where children kneel before their parents.  Nowhere in the particular PT 
experience under discussion is this made clear. However, it could be argued that this cultural portrayal 
thus becomes stereotypical and perhaps even condescending.   
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get their meaning within the context of the story. Context in the case of PT exist in a 

duality, that of the story narrated and the PT form. This is so because some actions 

and activities are part of the playback ritual in which the story is being performed with 

its own context, such as when, the actors are holding hands in a circle just before the 

enactment starts and the acknowledging look to the teller at the end of the enactment. 

Music as part of the playback ritual plays the role of enhancing the performance of the 

story because it is not part of the story. Another thing that reads several meanings 

within the context of PT are the cloths. With this story, it becomes an indication of a 

location where the family settles in; when picked up and held during the moving, the 

cloth becomes luggage. The green colour placed on the black one is an indication of 

life, beauty, hope and happiness in a new environment. The jogging/ walking that 

Sharon does takes on a new meaning within the context of the story as travelling even 

without a sound of vehicles or the actor saying, ‘I am on a journey’. 

6.7.3. Agonistically toned 

Generally, in theatre, physical conflict and conflict of interest can easily be presented 

on stage. There is also internal conflict that happens when an individual struggles to 

take concrete decisions and make choices. With orality, such conflict must be 

verbalised for it to be recognised. In this story, what is presented and enacted is an 

internal conflict of indecision. This is presented both verbally and non-verbally. In lines 

87 and 95 (p.208-209), the internal struggle is seen through the reluctance to allow 

her family to settle in the new location. Sharon also shows the struggle verbally in lines 

99 and 100 (p.209) as she asks the others if they are sure about the decision to move. 

This is a struggle of letting go and starting all over again. Sharon is conflicted in her 

decision of moving; hence the questions to Thembi in lines 66, 67 and 70 (p.206). 

Thembi becomes the reassuring answer she seeks. 

6.7.4. Empathetic and participatory rather than objectively distanced 

With PT performance, empathy and participation is centred mostly around the actors 

who must do so in order for the story to be coherent and move forward. It is difficult to 

see this aspect coming from the audience as the performance is not done with the 

audience but for them. The teller at this point also becomes an audience member. If 

there is no empathy and participation, it means there is a breakdown in 

communication. 
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In Line 33 (p.203), there is a breakdown in communication as Sharon does not build 

the empathy. In saying “I am thirsty”, Talia was simple bringing out the significance in 

Limpopo which is the heat. If Sharon had understood this, her answer would not have 

been “Get used to it”. This instance therefore demonstrates how the absence of 

empathy can break the flow of communication in orality. This can subsequently be a 

dilemma in improvisational theatre. 

At the level of playback, empathy forms part of the ritual especially at the end of the 

performance. The actors must acknowledge and thank the teller for his story and at 

this, the audience always joins in with applause. This is a way of saying to the teller 

that they have heard the story and connected with it. The question now is at the level 

of the interpretation which determines if the point of empathy and participation was 

construed or utilised, or not.  

6.7.5. Close to the human lifeworld 

As mentioned, orality is empathetic and participatory. To empathise and participate in 

oral communication, the listener must understand and recognise what is said. This is 

easily achievable when the utterance is close to the human lifeworld. Being close to 

the human lifeworld also means the speaker and the hearer must share the same or 

similar cultural and social context. For example, the feelings of ending something and 

starting all over is a common human reality to which everyone can relate. Also, in 

storytelling, using names of people and places that are familiar and common, puts the 

performance in real life and makes it possible for participants to connect. 

6.7.6. Conservative or traditionalist 

In the first instance, the PT method is preserving and promoting the traditional way of 

communication which is oral, amidst the rapid technological advancement. Music as 

an integrated aspect of performance in PT also forms part of the oral tradition. The 

freezing at the end is also a tradition that allows the actors to transition from the 

identities enacted in the story, back to their own identities. This performance does not 

really enact any tradition or knowledge worth conserving apart from those of the 

theatre form already mentioned. 
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6.7.7. Redundant or copious 

A performance that involves more than one character is very different from one that 

involves just one. This is so because with the one narrator, there is no call and 

response, therefore the narrator sometimes becomes redundant to maintain the flow 

of ideas and emphasis. With performance involving more than one character or actor, 

there is flow as one actor responds to the other’s utterance or action; thus, avoiding 

redundancy. 

Repetition, however, does occur in improvisation for the purpose of emphasising an 

important point like in lines 144 and 145 (p.214). Furthermore, an action can be 

repeated like Sharon running around and jumping on and off the crates. This is 

emphasising the point of going and coming between towns. The less repetition that 

occurs in a performance narrative like this one, the less additive is used. 

Addition and repetition can be avoided because the burden of the narration is equally 

tasked on all the actors - allowing for expanded utterances and actions. On the other 

hand, the actors aid each other in the performance by covering up the gaps left and 

giving each other clues as to the next action or utterance. Hence the reason for the 

one appearance of an addition. In performance, repeated utterances allow for actors 

who may have forgotten their cues to remember. It is not uncommon for actions to be 

repeated, especially in improvised performances, thus making this a mark of 

performance redundancy. 

6.7.8. Aggregative rather than analytic 

In general, actors do not analyse and give details during a performance unless it is 

part of the script in the case of a scripted performance. When an improvised 

performance uses descriptive words such as adjectives, it gives a poetic feel to the 

performance. Very few have been used in this performance amongst which are ‘my 

angel’ as Sharon calls Thembi. In lines 85, Thembi uses the phrase “it’s beautiful” to 

describe the scenery and atmosphere of KZN as opposed to Limpopo that she found 

‘hot’. Aggregation could occur in an original improvised performance. It is not the case 

here as the actors are performing a story narrated, thus have to avoid introducing more 

words and action lest it reads a different meaning into the story. 
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 Summary of chapter 

This chapter carries the data for this study. It aimed at transcribing a performance from 

the DFLPT through which the discourse markers and orality characteristics were to be 

identified and analysed. The transcription was done in two parts, first the oral narrative 

enacted by the teller, then the enactment of the teller’s story by the PT actors. Each 

of these performances were detailed separately into words and phrases which enabled 

both the discourse marker and orality formulae dominant to be identified. 

At the end of each section of the transcription, a table of the discourse markers and 

the orality formulae summed up the number of times each appeared in the 

performance as a whole. This already starts giving an indication and reason why some 

are higher than others and how this enables the understanding of the enactment and 

enactment. 

With the enactment, the sum of the identity markers and the situated characteristics 

indicates that the teller through his story is trying to showcase himself, that is his 

identity and those of the other characters in the story. On the other hand, the 

enactment has a higher appearance of the practice marker and situated 

characteristics. This is an indication that the actors approached the story more from a 

theatrical point rather than just telling a story. This becomes some of the differences 

and similarities that may potentially exist between the narrated and enacted story. It 

may also highlight the potential for miscommunication and misinterpretation in PT. 

The next chapter will consist of using these numerical data of orality and discourse in 

the story and enactment to construct potential findings. The findings for the story and 

the enactment will be done individually after which a comparative study of both will 

reveal any differences. The chapter will then speculate why these differences in the 

orality and discourse of the story and enactment might occur and what could be done 

about it. By doing this, I will offer responses to the questions and aims of this study. 
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Chapter 7: Discourse and orality consolidation: the 

findings 

 Introduction 

WJ. Ong’s and JP. Gees’ work falls within the scope of language, communication, and 

social linguistics. The main books used for this research; Orality and Literacy: The 

Technologizing of the Word (2002) with An Introduction to Discourse Analysis: Theory 

and Method (1999; 2011a) from both authors respectively, have a disparity of about 

17 years in their first publications. Despite this time disparity and their different 

approaches in theorising language and communication, this study has found great 

similarities especially in the context of oral communication. On the one hand, Ong 

explores the oral-literate contrast from ancient to present cultures and provides some 

characteristics of a purely oral culture untouched by writing.  

On the other hand, Gee explores the concept of discourse as language-in-use with no 

particularity to oral or written language. As he purports that when in use, language is 

building or lessening two main areas of reality being a particular “who” (identity) and a 

particular “what” (actions). As such, he provides seven realities of life that are enacted 

through language and that influences the type of language used in context. He also 

refers to the use of language in combination with other social practices (traditions, 

values, ways of thinking) within defined groupings as Discourse. 

These two theories of language have been described in detail in chapters two and 

three accordingly in relation to the focus of this study, namely, to build to models of 

analysis that were applied to the PT process. Despite their seemingly different 

approaches and focus in their work, the concepts both work for a better understanding 

of any communication practice. The analysis in chapter six has shown that both oral 

formulae and discourse characteristics are always present in an oral communication 

process, but work at different levels and provide differing analytical outcomes in 

places, but in others remarkably similar ones. This means that in any piece of 

communication, both the discourse markers and the oral formulae are at play with 

and/or against each other. In the previous chapter, an analysis of the oral formulae 

and discourse characteristics found in a story from a PT performance and the 

enactment of the story was established. 
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The detailed analysis of the story and enactment, as presented in the data tables show 

clear differences and a few similarities. It is as a result of these differences that, 

speculatively, miscommunication between the teller presentation and the enactment 

presentation could occur. This chapter firstly, aims to interrogate the orality and 

discourse analytical outcomes of the story and the enactment separately. This will be 

done by looking at the numbers of occurrence of each characteristic and what this 

might mean to the story, on the one hand, and the enactment, on the other. With this 

done, the potential implications of the orality and discourse analysis of the story and 

enactment will be presented separately.   

The separate findings of the story and the enactment will then be compared. This 

chapter will establish these differences by comparing and contrasting the orality and 

discourse data. The chapter will only concentrate on the differences, as it is here where 

potential miscommunication can be determined and the potential reasons for such 

miscommunication be speculated upon. By doing this, it is preparing the groundwork 

for understanding why these differences might occur. In proposing what might be done 

with these differences, or how such differences might be changed, begins to address 

the main aim of the study which was to establish a frame for better communication 

and understanding of oral storytelling forms of theatre with the focus on PT. 

 Analysis of the teller’s story with orality and discourse: what the data is 

saying 

Influenced by the oral tradition, Fox (1986) established a form of theatre that is 

basically improvised from a teller’s story to a performance story. All material available 

on PT has emphasised the point that it is an improvisational form (Fox 1986, Fox & 

Dauber 1999, Dennis 2014) that depends on the stories told by an audience member 

or teller for the theatrical performance to happen. The facts and literature about the 

improvisation in PT is centred on the theatrical performance and less has been written 

or mentioned about the teller and the story being improvised. 

In PT, the teller narrates an unscripted76 story on stage in front of an audience. As 

noted in chapters five and six, the teller’s act of narrating can be considered 

 
76 It is not the purpose of this thesis to engage with the debate as to whether all communication is 
‘scripted’ or learned in society or not. What is, however, accepted, is that (effective) strategies to 
communicate are learned and applied, which is why one can analyse these strategies in an act of 
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improvising because in most cases with PT performances, the teller is not informed 

on the theme of the performance beforehand. The story narration is also considered 

improvised as no teller prepares a story before the event, but has to put together 

episodes of their life into a story in the moment. The outcome of the narration is 

unpredictable but emergent, as the teller must organise from memory past events in 

which case the orality formulae and discourse characteristics are unconsciously or 

consciously used to shape the narrative. The occurrence of these characteristics in 

the narration as seen in the previous chapter are disparate. What might this mean for 

the teller and the teller’s story? 

7.2.1. The possible meaning in the orality numbers 

The table in chapter six shows the number of times each oral formula occurs, and it 

was argued that the allocation of a formula for any discourse was influenced by the 

one that came before and after it. I will, however, not be looking at all the formulae but 

the highest occurrences and what this might be saying about the teller and the possible 

purpose of the teller’s story. It should be noted that the focus is on the teller and not 

the story because one of the objectives of PT, as mentioned, is to validate the person 

through the story they share (Salas 1999).   

In the analysis of the teller’s story, the situated formula has the highest number of 28. 

From the knowledge of the situated formula in chapter two, one will assume that the 

actions in the teller’s story is situated in real time and place which is recognisable to 

the receiver. In delving further, and looking at the aim of the PT process, the situated 

might go beyond situating the actions in the teller’s story but rather situating the teller 

as the main and most important character or symbol in the story. In essence, the 

actions are used as vehicles to place focus on the person who is carrying out the 

actions. Therefore, through his story, Adam might have been trying to bring the 

listeners into recognising him and his reality and not the action occurring in the story. 

This is done by a constant repetition of what has already been said, especially the use 

of the word ‘I’, ‘we’ and the pauses.  

 
communication.  What is important, however, is that in many cases a teller’s strategy appears, on the 
surface, to be more ‘natural’ or ‘usual’, while it is accepted that theatrical performance strategies are 
more overt.  The seemingly paradoxical concept of ‘acting naturally’ captures this problem. 
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The second highest formula used or enacted in the teller story is redundancy. With 

several repetitions of the pronouns mentioned above and some phrases like “you 

know”, one might say that Adam is trying to place the focus of the audience on him as 

the character in the story and not so much on the actions or storyline. Closely related 

to the redundant nature of the narration is the additive where the actions of the teller 

are given one after another without detailed analysis of the process and 

consequences. The absence of these analyses could point to the fact that the teller 

wants to be recognised more rather than the story receiving the main focus. 

In most PT performances, there are always novice audience members. Even when 

the audience members are not novice to the PT form, it does not change the structure 

of the ritual especially with regards to the warm-up as the audience always needs to 

be warmed up to the idea of telling personal experiences in public spaces. When a 

teller starts narrating a story, the conductor is seen frequently interjecting into the 

teller’s story to direct them through questions and remarks. This was however not the 

case with Adam. Also, the absence of detailed analysis in his story, suggest that he is 

not new to storytelling and also the PT form. 

The homeostatic, conservative and close to human lifeworld formulae help the 

audience perceive and acknowledge the story as real. This is only possible when focus 

is placed on the person that is the teller and not the story. Therefore, not being able to 

see and recognise the teller for who he is, or is trying to portray, might bring an 

audience to think the story itself is made up for the sake of the performance. Apart 

from the fact that the story narrated is about the teller, the mention of recognisable 

places like “Joburg” and of relatable actions like praying, justifies the ‘real’ nature of 

the experience. When a story is as ‘true’ as Adam’s, the audience participates through 

empathy towards the teller. 

Seeing that empathetic was the lowest in all the orality formulae of the narrated story, 

one begins to question the measurability of empathy as the addresser (in this case the 

teller) and the addressee (as the audience) do not have any direct exchanges during 

the communication process. It is assumed that when the audience can perceive and 

experience familiar context, as in the case of Adam where he mentions names of 

familiar places, it potentially breeds that experience of communitas which arises from 

a place of empathy towards the teller and his experience. 
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In summary, the analysis of the story used in this study strongly suggests that the teller 

is drawing attention to himself and what he went through, perhaps with the purpose of 

eliciting empathy. To do this, he describes actions, events and places that are familiar 

to the audience and checks periodically that they have connected to these actions, 

events and places.  

7.2.2. The possible meaning in the discourse numbers 

By narrating his story using oral language, Adam (as the teller) has simultaneously 

construed seven areas of reality which can be understood using the seven-building 

tasks of discourse. These realities, however, differ in importance as evident in the 

number of occurrences of each building task. The discourse task of identity which 

stands the highest amongst others shows that through this story, Adam is asserting 

his identity and individuality. By listening to his story, the audience is expected to 

identify with who and what he is. He is not expected to be seen just as a character in 

the story being narrated. To recognise and identify the characteristics of an individual, 

one needs to see them in action and daily life interaction, hence the practice registering 

second highest in the telling. Adam uses the activities and the actions in the story not 

(only) as a way of advancing the plot of the story, but as a means of revealing his 

qualities as an individual. Therefore, the actions and activities given highest 

importance in the story are used as a means of revealing the identity of the teller. As 

such, the teller, through the story, is expecting the addressee not to only be a passive 

consumer of the story, but to identify and acknowledge his identity. (In this sense, one 

can argue that the teller is pursuing an empathetic reaction from the audience). 

In making obvious connections and using recognisable sign systems, the teller is 

enabling the addressee members (including the enactors) to make connections with 

their own sign system which, in turn, may help them understand the identity of the 

teller. Through this, importance is placed on the identity of the teller and not on the 

actual events of the story. The fact that the relationship and politics building task have 

the lowest occurrences, strongly suggests that the discourse is a means of revealing 

and acknowledging the identity of the teller rather than the power relations that might 

exist. 
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7.2.3. Cardinal differences in the story’s orality and discourse characteristics 

Orality as a form of discourse (language-in-use) sits within Discourse. This is so 

because the combinations of language (in this context oral language), actions, 

interactions, objects, tools, technologies, beliefs and values that come together to 

capture the socially and historically significant identities are inherent in the formulae 

put forward by Ong that define primary orality as one (potentially) untouched by writing. 

However, these elements are very much present in secondary Orality, for technology 

and writing that influence secondary Orality are part of the Discourse. 

Therefore, the discourse characteristics and orality formulae put together, expatiates 

what a person is saying, which is using the right words at the appropriate time and 

place, ‘doing’ things that make that which is enacted recognisable and accepted as 

actions in the right time and place, and ‘being’ the right identity that would use the right 

words and actions that are recognisable and acceptable to the addressee/audience. 

There is a very close similarity between the discourse building task and the orality 

formulae; as can be encountered, for example, in the identity and situated formulae; 

the practice and redundant formula; significance, sign system, homeostatic and 

additive, and so forth. y 

The separate analyses have shown that the teller, through telling the story in the way 

that it is told, is wanting to make his identity recognisable and acknowledged by the 

addressee. The teller therefore portrays and enacts his identity through practices or 

activities that can be situated in the real world with recognisable sign systems. By 

using the oral method of redundancy and addition to make the discourses that reveal 

the identity significant, the teller is making it possible for his identity to be situated in 

these actions. From these analyses, Adam’s story holds an underlying need for the 

addressees to recognise and acknowledge him. 

 Enactment’s orality and discourse analysis: what the data is 

saying 

As a theatre form, playback aims for a performance on stage in front of an audience. 

As already mentioned, there is no overt script, nor in-the-moment rehearsals, as the 

story for the performance is dependent upon the audience sharing a story. Although it 
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ends in a performance which could be considered as entertainment77, the literature on 

PT seems to seek to validate the individual sharing the story and the community of 

that given performance. Birthed from the idea of oral storytelling, this study has shown 

that a theatrical performance also contains elements of orality and discourse building 

task. Given this, what meaning could then be deduced from the occurrences of the 

orality formulae and discourse building tasks in the enactment? 

7.3.1. The possible meaning in the orality numbers 

The understanding of the orality formulae in the enactment goes beyond verbal 

rendition as the language of a performance mostly contains movement, actions and 

gestures. The physical interaction in orality is the same prerequisite Sawyer advocates 

with improvisation discourse as being a “collaborative emergence” (2004:13), meaning  

       ... theatre improvisations [as oral communication] are emergent 
because the outcome cannot be predicted in advance, and they 
are collaborative because no single participant can control what 
emerges; the outcome is collectively determined by all 
participants. (Sawyer 2004:13 emphasis added) 

as an improvisational Discourse, the PT enactment of the story is a collaborative 

venture between the actors who take up different roles seemingly generated from their 

interpretation of, and reaction to the teller’s story, apart from the teller’s role which is 

cast by the teller. As mentioned, the actor’s enactment changes the medium (and 

therefore, potentially, Discourse strategies) to theatre performance, and, like oral 

communication, what transpires is improvised from memory with the aid of the teller’s 

narrative. Critically, it can be argued, however, that there are two sets of memories at 

play: on the one hand the events presented by the teller’s narrative, and on the other 

hand, the memories of theatrical training, experience, what has worked before in 

similar situations and what can be deemed to be theatrically effective strategies, to 

name but a few of the performance memories of the actors. 

Thus, in the process of the enactment, the actors seemingly attempt to draw on and 

situate every gesture, movement or action which is supposed to be made to fit within 

the context of the teller’s story. However, the number of the homeostatic formulae 

indicates that the actors are using theatrical gestures and movements from their 

 
77 Acknowledging that this is a complex and loaded concept, it is simply used here to suggest that the 
events are used in a way that moves beyond simply reworking of information, and might move towards 
domains that are emotional and, perhaps, spiritual. 

 
 
 



 

236 
 

repertoire of theatre, as seen in chapter two, the homeostatic formula makes a direct 

and close link between oral communication and memory. It states that, words in the 

oral culture can be used repeatedly, but with different meaning as the words derive 

their meaning from the context it is used in. As such, it can be said that the actors in 

the enactment at least try to situate their theatrical gestures and movements in the 

teller’s story. 

To enable the teller and the audience to recognise (supposedly with ease) some of 

their actions in the story enactment, the actors tend to repeat some movements and 

gestures; hence the redundant formulae follow after the situated and the homeostatic. 

Agonistically, a performance without conflict and tension may not engage the audience 

and may not draw empathy towards the character(s). Therefore, the number of the 

agonistic moments in the enactment indicates the need for the actors to keep the 

audience captivated in the enactment which is followed by empathy towards the 

happenings/events in the story. By doing this, the enactment seeks to fulfil the PT 

objective of a communal experience, bringing a sense of belonging and of sameness 

in life experiences. 

7.3.2. The possible meaning in the discourse data 

A discourse could be verbal or physical. Generally, theatrical discourses can be 

argued to be more physical (that is to say, bodies seen moving through space and 

time, with some form of intent) than verbal. The number of the discourse tasks of 

practice indicates the theatricality of the story. This means that the actors are more 

concerned with what is doable physically than what is said. Actions are exaggerated 

and amplified, which is a norm with improvisation as the smallest action opens up 

interpretation. For example, to illustrate Adam’s actions of journeying back and forth 

from work, Sharon ran around the stage in large circles repeatedly. As the audience, 

we are able to situate this action to travelling because we have heard the narrated 

story. This could as well be interpreted as someone running away from something or 

running about in confusion. Despite the use of a varied repertoire of actions and 

movements by the actors, some have more importance than others in the story. 

The actions and movements, on which emphasis is placed, are used by the actors to 

reveal the (enacted) identities of the characters and their relationships to each other. 

Put another way, however, these enacted identities are created through the memory 
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structures of the actors, keeping in mind that characters in the enactment are not cast 

- except for the teller’s character, every action and movement that an actor makes 

significantly reveals identities and relationships within the enacted story. Such actions 

and movements, also bring to light sign systems. The sign system engaged with 

through the enactment is theatrical, like the use of props which, in PT, are minimal 

(cloths and chairs) with music. In a way the actors are saying that, though the story is 

improvised on the spot, dynamics of theatre discourse can still be found in the 

enactment; thus, making the enactment less of a story narration and more of a 

theatrical enactment. This argument foregrounds the fact that actors select theatrical 

actions that are more effective in performance than those that actually speak to the 

teller’s narrative. 

7.3.3. Cardinal differences in the enactment’s orality and discourse 

characteristics 

There are more similarities than differences in the discourse and orality as applied to 

as enacted event, as these analytical dynamics complement and reinforce each other 

when analysing language in use. When paired together, the numbers of some oral 

formulae and discourse characteristics complement each other in understanding the 

enactment. Firstly, (and most obviously) the enactment is almost entirely made up of 

actions and movements. These actions and movements which have been argued to 

potentially stem from a repertoire of theatre discourse, are situated within (or, given 

the arguments suggested above, inspired by) the story of the teller, therefore the 

positive correlation between practice and situatedness. To achieve this, some static 

theatrical actions must be amplified and given more importance than others. 

Giving importance to some, and not all, actions require repetition of the said actions, 

thus, the number of the redundant formulae. This repetition helps the actions to be 

situated in the story. In a way, this becomes crucial because, as has become evident 

in the study, the actors tap not only from the theatrical Discourse for the enactment, 

but are also influenced by their own, the teller’s and the community’s Discourses (or, 

more accurately, what the actors assume or perceived to be these Discourses). It is 

only through the redundant significant actions that identities and relationships are 

revealed in the enactment. These actions that enact identities and relationships are 

supplemented by situations of conflict or the agonistic, but it is important to note that 
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from the data, the agonistic does not necessarily mean power relations or politics. (In 

fact, a detailed reading of the teller’s narrative could reveal that the agonistic concerns 

are, arguably, predominantly internal ones to the teller himself, and his relationship 

with his wife). Together with the agonistic, the sign system in the enactment creates 

moments of empathy and connection. The conservative formulae of the enactment, 

speaks more to the theatrical form of PT in keeping with arguably the oldest traditions 

of theatre being oral storytelling and improvisation. 

 The correlation of the story and the enactment 

This study has established that the Discourse of PT is comprised of a storytelling mini-

ritual and an enactment mini-ritual. The analysis has shown that by using discourse 

building tasks and orality formulae, each of these mini-rituals or communication 

moments can be understood independently. However, the entire thrust of the PT 

Discourse is dependent on the storytelling mini-ritual. This means that without a story, 

there cannot be any enactment and by extension no PT.  

The PT form is based on telling personal experiences and then validating them through 

enactment – not for the enactors to offer solutions to problems. However, it aims to 

bring “…critical consciousness to a circumstance that previously may have been 

inchoately personal” (Fox 2003:50). With this in mind, the assumption is for the 

enactment to be a ‘mirror reflection’ of the story told by the teller. The analysis of 

Adam’s story and the supposed mirror reflective enactment using the same tools has 

shown the two acts of communication not to be the same. This section compares both 

the story and enactment through the numbers of the discourse tasks and orality 

formulae. It then goes further to speculate on why the differences might have occurred 

and proposes what could be done about such differences or how to avoid having them. 

7.4.1. Differences in the discourse and orality of the story and enactment 

PT is experienced at individual as well as collective levels. In his writing, Dauber states 

four different dimensions from which PT can be understood which are the “content 

dimension; artistic dimension; ritualistic dimension; and social dimension” (1999:160). 

The content dimension is formulated from an individually subjective perspective, 

mostly examined by asking how PT works from the viewpoint of the storyteller. In PT, 

the strategic position of the approach assumes that the teller is on a subjective self-

reflection of his/her life experience through the story narrated. In other words, this is 
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assumed to be the rationale for the teller to even open his mouth and tell, so to speak 

for “the teller, in choosing to tell [a] story, traverse[s] a boundary of normal acceptance 

and even safety…” (Fox 1999:123).  

The claimed aim for the playback actors is to discover the telling’s conscious and 

unconscious theme and unspoken identities, and authentically portray it on stage to 

attempt to illuminate (by presenting differing perspectives or using different strategies 

of saying the same thing) and broadening the meaning of the story for the teller. Such 

a broadening might be undertaken by giving multiple possibilities of interpretation, by 

seeming to use metaphorical performance language, and/or by converting the aural 

(of the telling) into the visual and kinetic, thus providing more dimension. 

The idea of an authentic performance of the story means it is a mirror representation 

of the narrated story. One can, however, identify major differences in the teller’s story 

and the enactment of it. The enactment of the story recorded highest numbers of the 

orality characteristics than the narrated story.  

One other major difference between the narrated story and the enactment of the story, 

has been recorded with the situated rather than abstract oral characteristics. In the 

story narration, it was discussed that the teller seeks to situate himself through the 

story while the enactment of the story seeks to situate and fit different Discourses 

especially theatre Discourses in the context of the story.  

These theatre Discourses, being situated in the context of the story, are generally 

made up of actions and movements. As such, one observes the correlation in the 

frequency of the situated oral characteristics and discourse marker-practice. In 

contrast to this high frequency of the situated and practice in the enactment of the 

story, are the low frequency in the narrated story. 

Strategically, practices or actions are not only physical but also verbal, especially in 

oral communication. Given that the teller’s story is narrated verbally (that is, orally), 

every utterance of the teller is considered a practice. On the other side, the PT actors 

must translate these verbal practices into physical ones for the sake of the theatrical 

aspect of the form; hence the reason why there are more appearances of the practice 

characteristics in the story enactment than the story narration. For example, in line 39 

(p.172), Adam mentions that they could not stay in Limpopo because it was too hot. 
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In the enactment, Thembi, who plays Adams’ wife, remarks in line 41 (p.203) ‘it’s hot’ 

and in the next line wipes her face.  

For one utterance or practice used by the teller, the actor uses two. The phrase ‘it’s 

hot’ could be argued to be sufficient to connect the teller’s point to the point being 

made by the enactment, but it was not deemed to be sufficient for the enactment and 

so the visual and physical gesture is added, presumably for some theatricality. Thembi 

had to wipe her face as a reflection of the heat which by itself would have still sent the 

message of heat. As some of these actions are repeated, it adds to the number of 

practice strategy moments in the enactment. (Speculatively, one wonders whether the 

gesture alone, or a regular repetition of the gesture, without the verbal explanation 

might not have been sufficient, given the change in medium). 

There is more redundancy in the enactment than the teller story. The redundant 

characteristics have been noted to be closely related to the significance marker. Data 

shows that the enactment of the story has the highest frequency with these two. Unlike 

the prominent differences with the practice and situated characteristics, there are 

some similarities in how redundancy and significance have been enacted in the 

narrated story and the story enactment.  

The idea of movement, leaving one location to another was equally redundant in the 

teller’s story as well as in the story enactment. Significantly, for Adam as teller, what 

was significant in the practice was not the moving itself, but the stress (line 52 p.174) 

associated to the actions, the self-doubt and questioning about the moving (line 66 

p.175) and the money wasted (line 55 p.174) in carrying out these movements. Adam 

still emphasises the idea of stress and monetary value associated with the movement 

in line 94 (p.179).  

The enactment equally portrayed the practice of coming and going. However, the 

focus here was put on the theatricality or performance problem of portraying (or 

enacting in a performance space) leaving one location and arriving in another. The 

enactors attempt to do this through the use of the cloth by picking it up to show that 

they are leaving one location and laying it down to show arrival in another location. 

Also, the change of the colour of the cloth from black to green when they arrived 

Limpopo, emphasises the idea of a different scene. Although the enactment did not 
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totally reflect what was significant about the movement for the teller, they managed to 

mention the monetary implications in line 101 (p.209). 

Speculatively, it can be suggested that using a simple cloth to stand in for the stresses 

and strains that the teller went through in the new location, points to the concerns of 

presenting movement and location by the enactment, as opposed to what actually 

happened during the move and in the new location. Thus, the discourse of the 

theatrical possibly imposed itself on the discourse of experience and emotion that the 

teller presented. 

The analysis and comparison of the discourse markers and orality characteristics for 

both the narrated story and the enacted story have indicated quite huge differences 

not only in the data recorded, but also the meaning derived from the characteristics 

for either the narrated story and the enacted story. In the same way that these 

differences exist, some characteristics are close, or have the same data recorded for 

the narrated story and the enacted story. 

The discourse marker of identity is one, amongst others, that did not record a huge 

difference in terms of the frequencies between the narrated story and the enacted 

story. For identity, the narrated story recorded 33, while the enacted story had 29. 

Does this data indicate that the enacted story captured the essence of the narrated 

story in terms of portraying the identity of the teller? Given the fact that the teller’s 

character is cast before telling begins, speculatively the actor cast to play the teller is 

not only listening to the story, but also concentrating on the different identities of the 

teller so that s/he is able to mirror closely what was heard and seen in the enactment 

of the story. For example, the tellers’ indecisive and uncertain nature was captured by 

Sharon from lines 87 to 92 (p.208) when she stops the family from settling down in the 

new location; asking if they were sure about the decision to move. One would have 

however expected the identity numbers to be slightly higher in the enactment of the 

story rather than the other way around because, as a team, the actors are not only 

portraying the identities of the teller, but those of the other characters in the story as 

narrated by the teller. 

Similarly, the orality formulae of conservative and close to human lifeworld, do not 

have very noticeable differences in both the teller’s story and the story enactment as 

the discourse characteristic of identity. The narrated story recorded 10 for both 
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conservative and close to human lifeworld, while the enacted story recorded 11 and 8 

respectively. While both the narration of the story and the PT enactment are keeping 

to the tradition of educating through storytelling, Adam’s story indirectly enlighten the 

notion of happiness that is found in family love and togetherness - which the enactment 

of the story replicated exactly. The mention of actual name of places known to the 

audience in both the narrated story and the enactment of the story, made it believable 

and close to life experiences. It is with such instances that connections are made which 

allow for the experience of communitas in the PT ritual. 

With the discourse task of politics and sign systems, the teller’s story and the story 

enactment have equal frequencies. Although politics in both the teller’s story and the 

story enactment might mean power relations, the use of a story telling sign system in 

the teller’s story focuses on the Discourse of the teller.  

In his story, Adam mentions the move to Limpopo as a way of finding his roots. Every 

other area in the narrated story where sign system and knowledge are enacted, the 

focus is on knowledge, as Adam mentions several times about gaining new insight 

into the importance of staying together as a family no matter where it may be. On the 

other hand, the sign system in the story enactment focuses more on the Discourse of 

theatre, and Adam’s reasons for the journey appear to be lost. Speculatively one might 

ask how the enactors might set out to embody the search for insight (the pursuit of 

staying together is, indeed, embodied in the enactment). Insight and knowledge are 

extremely difficult concepts to embody, one could argue. Here, the use of music and 

instruments to accompany the enacted story could be seen as being part of a theatrical 

medium to address this problem although music is not part of the narrated story. 

A close observation from the analysis of the data shows that the story enactment 

recorded highest numbers with most of the characteristic/formulae than the narrated 

story. However, the teller’s story, employs more additive, aggregative and the 

connection characteristics/formulae. Given the fact that the teller’s interaction with the 

audience as part of the same act of communication is not directly reciprocal (the 

audience does not respond directly to the teller or gesture to confirm understanding), 

there is bound to be the use of addition for the advancement of the plot more than the 

enactment where the interaction between the actors advances the plot. Moreover, 

addition in a verbal telling operates from a point of view of the sequencing of events, 
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whereas in the theatrical sense it usually operates from an approach that foregrounds 

a cause and effect dynamic78.  

Such disparities in the enactment and story as outlined in this section, is proof of a 

possible miscommunication or misinterpretation. What is important however is not just 

comparing the data, but considering the proportionality in the strategies employed in 

the narrating of the story and the enactment of the story. Both the teller and the actors 

employ a different medium which may be referred to as the ‘medium of enactment’ 

which will be explored below to ensure that several media can be used in both the 

telling and the enactment. However, the story may have several meanings depending 

on which medium emphasis has been laid. 

 Digging deep: several meanings in a story 

In any story or communication process, the addresser directs and shapes utterances 

depending on who is listening, on the context of the communication and on the aims 

of the addresser. All elements that make up the discourse or utterance are interrelated, 

but work in the communication process at varied degrees. As already mentioned in 

the study, the degree and emphasis of each element in the discourse depends on the 

intention of the addresser while also revealing a certain task being performed. 

The analysis of Adam’s story and the enactment of the story reveals a certain task 

being performed in both cases as seen above. For Adam, the story is used to 

accentuate his identity and be recognised as a certain person in the ups and downs 

at particular moments of his life. However, the performance does not directly dwell on 

the identities of the teller, but what is enacted more are the actions of going and coming 

(travelling). In the PT space, the audience sits with so much tension on what to tell as 

a story but are not left with their own free will of deciding as the theme of the 

performance becomes a guide to the shape the story will take. Also, the constant 

invitation by the conductor, with the constant reminder of a personal experience, in 

some way cautions the mind of the teller to himself.  

One of the aims of PT (presented earlier but vitally important to the debate and 

therefore it is repeated here) is to bring “…critical consciousness to a circumstance 

 
78 An argument can be made that the additive in Orality also relies on a cause-and-effect sequencing 

dynamics, but, speculatively, for the logic of the sequencing, cause-and-effect is far more prevalent 
(and perhaps a necessary convention) in theatrical performance. 
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that previously may have been inchoately personal” (Fox 2003:50). The enactment 

must therefore go beyond the personal dimension of the story and look (potentially) at 

the political, social, and cultural dimensions of human interactions enacted by the 

narrated story. Unless the intention is overtly to conscientise both the teller and the 

audience, such an enactment analysis needs to be contained by the systems of 

analysis suggested here.  To do otherwise would be to overtly and deliberately select 

the values and practices in place in the company so that these values and practices 

could form the basis of what might be “critical consciousness.” It is in the slippage 

between ‘playing the mirror’ to reflect the teller’s story, the consciousness from which 

it arose and ‘critiquing’ that consciousness, that potential miscommunication might 

arise. Although some elements of orality and discourse in Adam’s story may have 

been enacted less than the others, it undoubtedly reveals political, social and cultural 

dimensions of human interaction. 

In both the teller’s story and the enactment of the story, the discourse characteristics 

of politics carry the same weight. However, these are not enacted in the same way. In 

the narrated story, Adam portrays a power relation that exists within his family by 

playing on the use of pronouns as he uses “we” and “us” when he talks about the 

decisions, expectations and frustrations in the movements. Here one could deduce 

that Adam was not focusing on himself as an individual, but trying to enact the dynamic 

in relationships and how life happenings and decisions affect these relations. By doing 

this, Adam suggests that the teller in PT holds the power to direct the story in any way 

that suits their intention, despite being conditioned by the theme of the performance 

and the idea to tell a personal story. In this sense, the contained family unit is set up 

for Adam. 

However, in the enactment of the story, the performers focused on the individual rather 

than the relationship. For example, in Line 17 (p.201) Sharon asks Thembi “You 

ready?” when they are about to leave Joburg. Here, what has been revealed is a power 

dynamic because after saying “Let’s go”, the husband turns to ask the wife “You 

ready?” which suggests a checking in as an afterthought. Implying, perhaps, that his 

decision comes first despite any circumstances. Should the “you” be replaced with 

“we”, the relationship would have played out in a far stronger correlation to when the 

teller narrated in the story. 
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As it is with politics and relationship, the same can be said of the discourse element 

of sign system and knowledge. Both the narrated story and the enactment have equal 

frequencies in the analytical table, but with different focuses. The analyses of this 

element in chapter three, emphasised that for the sake of this study we will treat sign 

system as one element and knowledge as another because even as they are related, 

in simple terms a sign can be felt and seen while knowledge on the other hand can 

only be an idea which is neither seen nor felt. 

In this sense, Adam uses his story to convey the idea of acquiring new information or 

understanding when faced with life challenges. Throughout the narrative, Adam 

mentions realising and gaining knowledge on family bonds and relationships; despite 

where one finds oneself, and in line 92 (p.178) he says that is what has come out of 

the whole experience of moving from one location to another. In the enactment of the 

story, the actors only used words in lines 144 and 145 (p.214) when Sharon repeatedly 

says: “We need to be together” rather than physically embodying the idea of 

‘togetherness’ in a way that would have had far more dimension and depth than words. 

This nuance reinforces the fact that PT performances look at the performative aspects 

of the story for the performance. Although using the teller’s words during the 

performance is a great idea in ensuring an exact representation of the narrated story, 

theatre is more about actions and movements; hence to be able to enact words and 

ideas that are not readily actions enlightens the difference between the storytelling 

mini-ritual and the enactment mini-ritual.  

With the sign system element, Adam through his story presents or narrates his belief 

in a supernatural existence by saying they prayed about their decisions. Speculatively, 

it can be argued that speaking about praying (and perhaps the act of prayer itself) is 

more powerful in the absence of action or enactment (as it relies solely on the focus 

on sound, with no distractions). In this sense, enacting the praying moment seems to 

lose its ‘sanctity’ in the cliché of kneeling, with the hands together. This tension 

between the ‘power’ of sound only, and the dimensionality of the enactment where it 

is appropriate, can lead to a simplification of complex acts of communication, and 

would challenge, therefore, the ‘critical consciousness’ noted above. 

Adam also raises his cultural relationship by talking about his roots. Although this 

thesis will not engage in depth on this matter, it points out that, if the company is a 
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multicultural company, then moving across cultures in a physical and enacted 

‘reflection’ of the cultural dynamics of the teller, and presented by the teller, opens 

many delicate and controversial aspects of co-modification, appropriation, and 

stereotyping. In this sense, the enactment of the story clearly shows the aspect of 

prayer but does not accentuate the cultural element of the story. The use of cloths and 

music might be considered as a cultural sign system; however, its absence in the 

narrated story shows that these have been used as a PT sign system to enhance the 

theatricality of the enactment in the particular way that the company thought 

appropriate. 

 The medium of enactment: the reason for differences 

PT presents an environment where humanity is validated through the telling and 

performing of personal experiences (Salas 1999). Stories, as mentioned in chapter 

five, provide coherence and continuity in life experiences. This can be expressed, or 

conveyed either with words (verbal or written) or through an enactment (Lapadat et al. 

2010, Vannini 2009). Theatre, as in the performance of stories, combines both 

methods of conveyance. This gives an impression of a dualistic medium in conveying 

stories. That is to say some stories will be conveyed with words and others through 

actions.  

In experiencing stories within a theatrical frame, the medium becomes one unique 

experience. In his rhetoric of the oral tradition, Ong (1982) emphasises the link 

between the mind and the voice. In the same line of argument, Kemp (2012:16) speaks 

against the perception of dualism that sees the mind separate from the body; for the 

mind (thought) is inherently embodied, while action is also embodied because it is 

mostly unconscious (Kemp 2012: xvi). If all human senses are used together to 

communicate (Soukup 2004, Kemp 2012), there cannot exist a dualism in the 

Discourse of PT. The teller would not only be using the voice medium while the actors 

embody the story. The story narrated both verbally and physically should not have 

much difference. 

The difference in the narrated story and the enacted story however exists because 

from all indications (67 in the story enactment, versus 19 in the teller’s story for the 

practice characteristics), the enactment focuses more on the theatricality, or the 

potential performability of aspects of the teller’s story. While listening to the teller, the 
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actors pick elements from the story that are more physically achievable and think of 

ways to physically portray what is not immediately obvious. This is where the 

homeostatic, using theatrical and personal sign systems that exist in the company’s, 

the individual’s and the PT genre’s repertoire to represent what is not obvious from the 

story used.  

Thus, apart from actions being the most important for the enactment, one other 

medium is Discourse. In an improvisational context like PT, the actors use different 

Discourses to try and authentically portray the story: the (perceived or interpreted) 

teller’s Discourse; the story’s Discourse; the PT Discourse, theatre Discourse, the 

audience’s Discourse, and the actor’s Discourse. Being able to successfully combine 

these Discourses to achieve an authentic representation of the story, can sometimes 

be confusing. The reason for tapping into all these Discourses which might cause 

misinterpretation is because with the enactment, the actors target (what they assume 

to be) the global community (the playback community), rather than the individual who 

shared the story. In doing this, the enactment will be fulfilling the potential idea of a 

communal validation and neglecting that individual validation. 

To assert and validate this individuality, the enactment needs to portray the conscious 

and unconscious identities of the teller in the story. The analysis shows that Adam’s 

conscious theme was asserting his identity and those of others in the story he narrated. 

These identities are enacted through what he does and says in the story. These 

activities, through which the identities are enacted, then become the significant point 

of the story for the teller. The teller’s discourse within the PT Discourse (the 

introduction of a theme at the beginning of the performance) is based on content from 

an individually subjective perspective which is narrated using verbal and nonverbal 

language; hence the mind/voice and mind/body causality. 

In both the story narration and the story enactment, there is a duality of medium. For 

the narration it is a mind/voice medium, while for the enactment it is both mind/voice 

and mind/body. When the actors then seem to use one medium more than the other, 

the mind/body more than mind/voice there could be miscommunication. How then 

could this be avoided? 

In the first instance, it can be said that a performance cannot entirely happen without 

the homeostatic theatre sign system. Therefore, the actors need to focus more on the 

 
 
 



 

248 
 

story and teller’s Discourses. To achieve this, an understanding of the discourse 

characteristics and orality formulae should be made part of the training and rehearsal 

requirements. This entails asking the question, how does what the teller says enact 

the building tasks and formulae? In this way, the enactment will be based solely (or, 

in more likelihood, a more nuanced company engagement) on the teller’s and the 

story’s Discourse through the theatre Discourse. 

Secondly, performances contain verbal (sound/dialogue/music), nonverbal (facial 

expressions), body movements (hand/feet movements) and the entire scenery 

(stage/props/music). Performatively, improvisation tends to be more mind/body 

inclined. Dauber says that the actors, work “through a connecting pattern between the 

story [what they hear verbally], the portrayal [individual images and actions that can 

portray the story], and the social context of the performance [collective, archetypal 

images and pictures suiting the story]” (1999:167 emphasis added). Critically, the 

notion of the collective or the archival assumes a sense of generality; yet performing 

an action that is visually perceived, for example, is very specific in its nature. 

Nevertheless, given that the story is oral, it is but natural that PT actors verbally include 

more actions through words and phrases from the teller’s story in the story enactment. 

If this is done using exactly what the teller says, then the misinterpretation might be 

avoided. The bigger problem lies with the ensemble that interacts more through 

actions than words. 

 Chapter summary 

The aim of this chapter has been to analyse the data in chapter six, using the theories 

in the study as a frame (or frames) of analysis/es to construct potential findings. In the 

first place, the chapter evaluated what the data from the analyses of the teller’s story 

and the enactment of that story, using orality and discourse potentially, could mean. 

The orality findings and discourse findings for the teller’s story and the enactment were 

then compared separately after which these were brought together to unravel the 

differences; to understand why there might be differences and to speculate on how 

these might be avoided. 

In comparing the orality and the discourse for both the teller’s story and the enactment 

separately, it was understood that the elements somehow aided each other in the 

utterances as they are not enacted individually or in isolation, but all the orality 
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formulae and discourse characteristics exist in any utterance at the same time. As 

such, the orality formulae and discourse characteristics could complement each other 

in the discourse. For example, the use of the situated in the story enabled an 

understanding of the identity. Despite this, the orality formulae and discourse 

characteristics are enacted differently in the narrated story and the enactment of the 

story.  

Given the differences, it is deduced that the medium of enactment on the part of the 

actors might create differences and potential miscommunication between what the 

teller ‘might’ have intended (but what seemed to become evident from the analysis) 

and what the enactment ‘might’ have intended to reflect to the audience (as this, too, 

became evident from the analysis). The next chapter will offer, a possible way out of 

this conundrum, should it be sought. 
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Chapter 8: Conclusions and implications 

 Overview of the research project 

As argued throughout this thesis, the fundamental aim for Playback Theatre (PT), 

according to Fox (2003:50), is to establish a performance vehicle that will bring 

“…critical consciousness to a circumstance that previously may have been inchoately 

personal”. In this case, it is assumed that the “inchoately personal” matter or 

circumstance, arises from the member of the audience who has volunteered to present 

a story to the other company members and the audience present – the teller of the 

story. The ‘contract’ of PT is then to creatively interpret the teller’s story and develop 

some form of enactment (and possibly re-enactment) of the story so that a mode of 

“critical consciousness” or an alternative perspective on the story may arise from the 

enactment. The assumption, therefore, is that there would be some form of close 

correlation, refinement, reflection on and reflection with the act of enactment of the 

teller’s story. The purpose of this thesis therefore was to critically engage with this 

assumption, to determine, where possible, whether such a correlation or reflection 

presented in the enactment can be seen as a fair (in the sense of reasonably accurate) 

reflection of the ‘inchoately personal circumstance’ presented by the teller, and if there 

are ‘discrepancies’, how or why have they come about, and what might, speculatively, 

be done about them. 

To engage with analysis, the thesis set up two models of communication analysis. The 

first of these arose from the work of Walter Ong on Orality (1982; 2002 et passim) 

(presented in chapter two), as the primary mode of communication from the teller of 

the story would be an oral approach, and one of the modes of communication for the 

enactment would also be oral.  

Although Ong saw that Oral communication in a primary oral culture is directly linked 

to thought processes (Ong 1982; 1999) which are expressed in words through the 

voice (partially unlike the literate cultures where writing serves as a residue or a 

seeming dislocated or non-contextual information storage system) which implies that 

the articulation of the mind may be seen to be directly linked to oral culture because 

information can only be heard and stored in the memory for remembrance.  

Therefore, using conversation as a point of departure and linking this to storytelling, 

one encountered: 
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1.  The notions of immediacy;  

2. of information being retrieved and provided orally according to the context of 

the speaker, the listener and the conversation;   

3.  that the conversation is emergent, and therefore reliant on memory cues as 

well as contextuality (both from moment to moment in the conversation and 

taking into consideration the responses being received);  

4. that the conversation or story, by its very nature contains an accepted structural 

patterning; and  

5.  that the conversation or story has a purpose or rhetorical reason for coming 

into existence.  

In short, the telling of a story is not inchoate, but carefully structured according to 

specific oral dynamics and formula, and, although it might not be specifically 

rehearsed, the structure and dynamics of effective storytelling are not ‘inchoate.’  

To manage all these dynamics requires practice, and to analyse all these dynamics 

requires an analytical strategy for which Ong provides nine orality formulae:  

1. Oral language is additive rather than subordinative;  

2. Aggregative rather than analytic;  

3. Redundant or copious;  

4. Conservative or traditionalist;  

5. Close to human lifeworld;  

6. Agonistically toned;  

7. Empathetic and participatory rather than  

8. Objectively distanced;  

Homeostatic and situated rather than abstract. 

The second mode of analysis drew on the work of Gee (2011a) on discourse and 

Discourse analysis, as this, too, would apply to both the teller’s and the enactment 

presentations. Gee separates out discourse to refer to specific, moment to moment 

utterances, whereas Discourse refers to contextual matters that surround or are 

implied by the utterance (such as the PT event, for example). Discourse analysis 

interrogates utterances and text as “doing something” (Austin 1962, 2013) in the 

context in which it is uttered rather than a simple true or false statement. Gee explains 
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that when “we speak or write, we always often simultaneously construct seven areas 

of “‘reality’” which he terms the “seven building tasks” (2011a:17), meaning that 

language builds things in the world that accomplish actions and enact identities.  

Therefore, in the process of searching and bringing into play information which can be 

understood when one generates utterances, Gee (2011a:17-20) provides seven 

building tasks for the analysis of language-in-use/language-in-action/utterances:  

1) significance;  

2) practices;  

3) identities;  

4) relationships;  

5) politics;  

6) connections; and  

7) sign systems and knowledge, as described in chapter three. 

Having set the systems of analysis in place that were to be used, the thesis turned to 

describing the potential application of Orality and D/discourse to theatre in community 

in general (in chapter four) to establish how the two models of analysis might work. 

Following this, the thesis turned specifically to PT (in chapter five) and expanded on 

the concepts that were presented in chapter one of the thesis. The purpose here was 

to pinpoint the specific dynamics and working methods of the concept of PT to 

determine the ways in which the teller’s story or narrative found its reflection in the 

enactment presented by the PT troupe or company. 

Chapter six presented an example of a PT performance (namely teller’s story and 

enactment playback). It was critical to apply the orality approach of analysis to both 

the teller’s presentation and the PT enactment presentation, and then to do the same 

with both presentations, using the discourse analysis tools. In this way two sets of data 

could emerge. On the one hand the information contained in the teller’s utterances 

could be determined using both analytical models so as to determine similarities and 

differences around that information, and then the same could be done with the 

enactment. The second, and particularly important set of data for this thesis could 

come about by comparing and contrasting the data from the teller’s set of utterances 

with the data from the enactment of performance moments. In this way the potential 

miscommunication, or mis-reflection could possibly be determined. 
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The mode of analysis, although somewhat mechanistic, allowed for trends and 

emphases to develop. Each utterance moment was analysed according to is most 

dominant Oral formulae and discourse marker or tool interpretation and then these 

occurrences were added together to show which strategies were more prominent and 

which least prominent. The tables containing the raw data for this analysis were 

presented in chapter six. 

Chapter seven set out to attempt to interpret these trends and tendencies between the 

dominant themes and meanings as they applied to the compare and contrast approach 

between the teller’s utterances and the PT performance enactment moments. The 

overall findings from the comparison are generalised and presented in the section of 

this chapter that follows. As will be pointed out in the limitations of this study, however, 

it must be borne in mind that these are generalised. However, they do show trends 

around potential areas of miscommunication between the two parties, in the sense 

that the potential (or, perhaps more accurately, following the analysis, misunderstood 

as) “inchoate personal” circumstances presented by the teller in the story might, in 

fact, not be made as “critically conscious” as it presumed by the PT theory suggests it 

does79. Alternatively, the “critical consciousness” assumed by the PT company might 

not be as reflective, or capture the crux of the “inchoate circumstances” as it is 

assumed to be. 

 General Findings 

This study seems to suggest a number of concerns in the claims made, and these are 

presented below. Inevitably, therefore, each finding suggests potential interventions 

that the PT moment can engage with, refine, adopt, and adapt, or refute. 

8.2.1. The change in medium 

It must be accepted that the mode of presentation for the teller is mostly oral and 

therefore the medium is an acoustic one. As soon as one acknowledges this, then the 

mode of information presentation differs, and in this sense the orality analysis is most 

useful. From the data and interpretation, one begins to realise that the sequencing of 

events (following the additive idea) becomes central. In this sense, events are piled 

one next to another as ‘this happened… then that happened’ as a type of sequence. 

 
79 Quotations from Fox (2003:50). 
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Secondly, it becomes clear from the teller’s data that there are regular checks put in 

place to determine whether the audience is following the line of events and may be 

following that what happened could in fact have happened in that way. In this manner 

both the connection and the shared lifeworld recognition is present and manifest. All 

three of the dominant formulaic moments are important for remembering.  

However, critically, they are also very important so that audience members (both the 

audience members and the PT company) can ‘imagine’ or, more specifically, ‘re-

imagine’, using their own lifeworlds. the circumstances that are being potentially 

‘triggered’ by the teller’s event narration. In this sense the emphases that might be re-

imagined depending on the discourse analysis of the teller’s utterances, as, now the 

audience members have to decide what discourse marker to use to interpret a 

particular acoustic utterance.  

However, the medium of enactment is acoustic (through words and through music), 

visual and kinaesthetic (movement, images, props). On the surface, this seems to be 

a potentially good development, as more senses can be brought to bear in the 

enactment, fleshing out what might seem to be a ‘single stream of information.’   

However, I argue that there are also limitations to this, because by presenting a stream 

of multiple pieces of information in the enactment, one can actually limit the choices in 

the imagining or re-imagining that the audience might undertake on their part. This 

point will become important in the consideration of what to make, ‘critically conscious’ 

in a point to be discussed, below. Put another way, the act of imagining or re-imagining 

is now almost solely in the hands of the decisions made on what to enact, by the 

company. An example of this can be found in the rather literal embodiment of the 

religious, by kneeling with the hands together, thus arguably taking away from the 

intensely spiritual experience imagined from the word prayer. As such, the choice of 

media or modes of enactment changes the potential choice of information to be utilised 

in the enactment moment, a matter which is explored in the following finding. 

8.2.2. The problems of enactment choices 

Given the above argument, the enacting company is caught between two modes of 

interpretation and presentation. On the one hand they are reliant on the triggers or 

cues that are provided by (or concluded from) the teller and the teller’s story. Thus, 

the company will draw on their interpretation(s) of the information and emotive qualities 
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contained in the events told by the teller. (The concern around the lens applied to the 

act of interpretation is engaged with in the next section).  

On the other hand, the PT company is, by definition, a theatre company, steeped in 

the conventions, practices and strategies of theatrical performance and the forms and 

ritual of PT. Included in these are, arguably, the past experiences of what ‘worked or 

did not work’80, theatrically in performance. For example, as PT is an improvisational 

act, such improvisation is not necessarily spontaneous but is steeped in the 

‘languages of the stage’ and past experience, framed by the troupe’s socio-cultural 

backgrounds. Strategically, the company potentially has a ‘performance vocabulary’ 

on which they can draw in similar situations.  In this sense, theatre has its own 

discourse markers that are different from storytelling discourse markers. Put another 

way, storytelling has its own performance Discourse, as does the theatre have its own 

performance Discourse(s). 

Two examples from the analysis in this dissertation suggest this. Whereas orality in 

storytelling suggests that events are presented/related sequentially, the one following 

the next, the theatrical has two binding opportunities. On the one hand the tradition 

has it that the one event causes the next event (a stimulus-response imperative for 

the logic of the action sequence) and the company has to make this manifest for that 

logic to be present (whereas in storytelling it is taken as a given). On the other hand, 

the theatrical process allows for an action to be either metaphorised (as, in the 

example analysed with the running in circles) or for an action to be repeated for 

emphasis (as the circle running again demonstrates).  

From this analysis, one can see how carefully such a transition from one medium to 

another needs to be undertaken. However, perhaps the most difficult matter is raised 

in the next finding. 

8.2.3. Whose critical consciousness is it, anyway? 

It is inevitable that the PT company has to make decisions at every moment of the 

playback enactment as to what to present, or leave out, how to present it, what needs 

to be presented literally, by metaphorisation, by imitation or even by mimesis. In the 

 
80 The notion of ‘what worked and what did not work’ is complex and may be simplistically described as 

that which occurs in the staging that connects with, or has an impact on an audience (whether such a 
connection or impact has to do with meaning, emotional strength, aesthetic interest or whatever). 
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previous section this was argued around the dynamics of the theatrical performance, 

and, given the improvisational nature of the process, this can be followed. But, as soon 

as the intended characteristics of offering an enactment that might foster “critical 

consciousness” (Fox 2003:50) enters the consideration, then a number of problems 

and concerns are foregrounded. These are offered here simply as a way of attempting 

to pinpoint them, rather than to offer solutions (as I believe there are none that are 

generalisable, except maybe for a clearer awareness of the concerns and an in-group 

and company contextual way of working with these concerns). Perhaps the clearest 

example of a missing ‘critical consciousness’ engagement in the example I used in 

this analysis, was the potential misdirection of attention or the mis-reading of the focus 

of the teller. Whereas the strongest trend in the teller’s story drew attention to the teller 

themself (arguably in a search for empathy), the enactment drew attention to the 

theatre Discourse. In short (and accepting that this is based only on the one example), 

the empathy that the teller evokes seemed to want to be downplayed in the enactment 

and, possibly, replaced by attention to the performance dynamics and (perhaps) the 

skill at enactment. 

This leads me to pose these questions: in this example, what type of ‘critical 

consciousness’ could be reworked or presented?  What type of deeper meaning about 

life or the story beyond the affirmation of the right to tell stories, have they listened to 

respectfully and then possibly enacted, could arise? The second question is the loaded 

one, in my view, as this steers the PT process into the company having to make 

decisions around a number of social, political, gender, race, class, age and historical 

matters; matters of Discourse. Such matters speak directly to identity, and a teller’s 

being-in-the-world. Inevitably, such decision-making on the part of the company 

members is going to be based on their own ‘being-in-the-world’ and activated in 

performance, which therefore implies preferences, agendas, and the like from either 

the individual member of the company or the declared point of departure of the 

collective. The only other alternative is to consider the idea of universal values, 

meanings, likes and dislikes and aesthetic norms and standards. In the light of the 

decolonial thinking and in a country as diverse as South Africa, for example, one can 

immediately see this problem, and, indeed, in the example used, there was no 

comment (or very little) on what the teller’s very specific situatedness implied. 
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Of course, choices are always difficult to make, and one cannot, practically, make a 

variety of choices for enactment moments so that the same event can be enacted 

differently so as to offer different critical consciousness alternatives for consideration. 

Nevertheless, and finally, from this analysis one can see that, theoretically, the power 

position on the critical consciousness raising lies with the playback company, despite 

the fact that the teller initiates the process. It is as if the teller ‘hands over’ the power 

position to the company by telling the story. 

 Shortfalls of the study 

Critically there are a number of shortfalls to this study that limit the generalisation of 

the findings. Firstly, the study was conducted using only one example from one PT 

company. Furthermore, that one example was taken from a range of stories at a 

particular PT performance event that was clustered around a very open-ended thread 

of coherence. Thus, the example may not be a typical one. The implications are that 

different stories, and different companies might yield different results or findings.  

Secondly, and resonating with the first limitation, this study did not engage specifically 

with the social, political, or potentially agenda-driven nature of the company. The study 

limited itself only to the telling and the enactment. Thirdly, the choice of using two 

models for analysis proved, at times, cumbersome, and at times led to an 

individualised interpretation of utterances. However, it was anticipated that, by doing 

this, I could compare and support decisions made using one analytical frame by 

employing another, which proved to be the case, by and large. Nevertheless, applying 

the orality formulae to enactment proved interesting and valid, as was applying 

discourse analysis to the telling moment.  

Also, the analysis centres on one story. Analysing more than one story would have 

allowed for contrasting and comparing stories, allowing me to look for recurrent 

patterns in the companies' responses to stories. A further shortcoming was that the 

teller was not engaged as part of the research either through an interview or 

questionnaire, which could possibly have given another point of reference against 

which to validate my analysis. The voices of the playback troupe were also not 

included. 

Finally, the example used was embedded in both a South African landscape, and a 

particular university’s landscape, and this may have had an influence on the telling 
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and the enactment. Thus, contextualising the company might have shown different 

results. 

 Possible further research 

The shortfalls of the study open up avenues for further research in the domain of PT. 

This study has pointed out the potential areas of miscommunication, misinterpretation 

or misreading that might occur in the transition between the teller’s utterances and the 

enactment utterances by using the orality formulae and the discourse markers. It 

would make sense, therefore, to enhance the training of the PT company to recognise 

such markers and formulae more effectively and to translate these markers and 

formulae into the enactment medium. As such, a training programme can be devised 

and tested to determine the efficacy of such a recognition programme. 

Secondly, the impact of the socio-cultural and political frame or agenda of a PT 

company and its interventions could be explored and documented, as this could 

directly impact on the choices made in the development of ‘critical consciousness’ in 

the audience and company in general. Together with this, surfacing different red 

threads that could be compared with each other across different performances would 

lead both to a deepening understanding of a chosen ‘critical consciousness’ stance by 

the company, and the way this was enacted. Investigating the interplay of discourse 

markers such as identity, practice, significance, connection, relationship, politics and 

sign system and knowledge and the orality characteristics could be explored. 

Thirdly, this analysis used orality and discourse analysis to attempt to discover findings 

around miscommunication or misreading. Other systems of analysis (such as 

Structuralism and Semiotics, and Narrative Theory) would enhance (or counter) the 

findings from this project. 

Fourthly, including the teller’s and playback troupe’s voices and bringing it in relation 

to the analysis may be another avenue for further research. 

Finally, a particularly important further research project, in my view, would be to delimit 

the type of audience (that is, non-company members) to engage in the PT moment.  

Thus, selecting audience members according to specific age, gender, language, 

cultural, locality (and so on) parameters would lead to important discoveries around 

audience expectations, experiences, and engagement with ‘critical consciousness.’ 
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 Conclusion 

I am grateful to have been able to undertake this study as the complexity of the 

communicative act, and the layering of meaning-making and performance dynamics 

has greatly enhanced my appreciation of what Playback Theatre has set out to do and 

does. The findings must be read as an effort to pinpoint places, domains and strategies 

that will enhance an extraordinarily powerful and communal experience. 
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Appendix A 

CONSENT FORM FOR PARTICIPANTS 

Dear Participant 

CONSENT FORM FOR PARTICIPATION IN A RESEARCH STUDY: ORALITY IN 

PLAYBACK THEATRE: A DISCOURSE ANALYSIS 

I am Ngefor Shella Zanjam, a researcher at the University of Pretoria conducting 

research in Playback Theatre under the supervision of Prof Allan Munro and Prof 

Marié-Heleen Coetzee of the Department of Drama, University of Pretoria. The 

research seeks to critically analyse storytelling and Orality in Playback Theatre 

performances using oral formulae and D/discourse structures as analytical tools. 

I am requesting permission to use your story in this performance as data for the 

research. You are given the assurance that all information received will remain 

confidential and that your participation will remain anonymous. Your contribution to 

this study is extremely important to ensure the success of the research. Your 

participation in this research study is, however, voluntary.  You may choose not to 

participate and you may withdraw your consent to participate at any time without 

negative consequences. Note that only pseudonyms or codes will be used in the 

research report and after the study is completed, the data will be stored in Room 2-

16, Drama Department archive for 15 years. 

If you have any questions or concerns about this study or if any problems arise, please 

contact: 

• Professor Allan Munro (supervisor) 

o  Cell: 0828230819 

o E-mail: allan.munro@wcsisp.co.za 

• Professor Marié-Heleen Coetzee (co-supervisor) 

o Cell: 0825529908 

o E-mail: marie-heleen.coetzee@up.ac.za 

• Ngefor Shella Zanjam (Researcher/Student) 

o Cell: 083 513 1052 

o E-mail: ngeforshe@gmail.com or shellybright2004@yahoo.co.uk 
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PLEASE COMPLETE: 

 

 Consent 

o I have read this consent letter and I voluntarily give my consent to 

participate in this study. 

o I also give my consent that the information provided by me in the 

performance may be utilised for research purposes. 

 

Participant’s full names: 

__________________________________________________ 

 

Participant’s contact details: 

___________________________________________________________________

___________________________________________________________________

___________________________________________________________________

___________________________________________________________________

___________________________________________________________________ 

 

Participant’s signature: ___________________ Date: ___________________ 
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Appendix B 

CONSENT FORM FOR ACTORS 

Dear Participant 

CONSENT FORM FOR PARTICIPATION IN A RESEARCH STUDY: ORALITY IN 

PLAYBACK THEATRE: A DISCOURSE ANALYSIS 

 Description of the research 

You are invited to participate in a research study conducted by Ngefor Shella Zanjam 

under the supervision of Prof Allan Munro and Prof Marié-Heleen Coetzee of the 

Department of Drama, University of Pretoria. The research seeks to critically analyse 

storytelling and Orality in Playback Theatre performances using oral formulae and 

D/discourse structures as analytical tools.  Attached is a summary of the research. 

 Protection of confidentiality and voluntary participation 

You are given the assurance that all information received will remain confidential and 

that your participation will remain anonymous. Your contribution to this study is 

extremely important to ensure the success of the research. Your participation in this 

research study is, however, voluntary.  You may choose not to participate and you 

may withdraw your consent to participate at any time without negative consequences. 

Note that only pseudonyms or codes will be used in the research report. 

 Your participation 

Your task is to participate in a semi-structured one on one interview and you might 

also be approached later informally with questions if necessary. Data will be collected 

through a video recording of the performance while the interviews will be audio and 

notes taken. 

Should any further research stem from the data you provided, the researcher will ask 

for your consent again. 

 Potential benefits 

Once the data has been analysed, a summary of findings will be presented within the 

thesis and will be readily available to participants and participating institutions. Should 

these institutions require further engagement the researcher would, as far as is 
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practical, be willing to meet with them to give more comprehensive feedback.  In this 

way, your contributions to the research may indirectly benefit you and your institution 

in future. 

 Data Storage 

Data will be stored in Room 2-16, Drama Department archive for 15 years. 

 Contact information 

If you have any questions or concerns about this study or if any problems arise, please 

contact: 

• Professor Allan Munro (supervisor) 

o Cell: 0828230819 

o E-mail: allan.munro@wcsisp.co.za 

• Professor Marié-Heleen Coetzee (co-supervisor) 

o Cell: 082 552 9908 

o E-mail: marie-heleen.coetzee@up.ac.za 

• Ngefor Shella Zanjam (Researcher/Student) 

o Cell: 083 513 1052 

o E-mail: ngeforshe@gmail.com or shellybright2004@yahoo.co.uk 

Please send the completed consent back to Ngefor Shella Zanjam by email. 

 

Yours faithfully 

NGEFOR SHELLA ZANJAM 

RESEARCHER/STUDENT 
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PLEASE COMPLETE: 

 

 Consent 

o I have read this consent letter and I voluntarily give my consent to 

participate in this study. 

o I also give my consent that the information provided by me in the 

interview may be utilized for research purposes. 

 

Participant’s full names: 

__________________________________________________ 

Participant’s contact details: 

___________________________________________________________________

___________________________________________________________________

___________________________________________________________________

___________________________________________________________________

___________________________________________________________________ 

 

Participant’s signature: ___________________ Date: ___________________ 

 

 

 

 

 

 

 
 
 




